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ABSTRACT
Yusef Lateef, Autophysiopsychic Music and Oboe Performance
By

Ellen Hummel

Dr. Stephen Caplan, Examination Committee Chair
Professor of Music
University of Nevada, Las Vegas

This document intends to explore Yusef Lateef`s expressiveness applied to oboe
performance in order to contribute to the expansion of the language of oboe playing and oboe
teaching. A thorough review of the literature suggests a lack of studies about the oboe as a
principal instrument in genres other than classical music; particularly jazz, blues and popular
music. We live in a time that questions the boundaries of all genres. Because improvisation is at
the heart of genres like jazz and blues, educators are beginning to stress the importance of
teaching improvisation to all musicians. Yusef Lateef’s concept and method of
autophysiopsychic music is an example of an approach to teaching music this way.
One of the questions raised during the research is: can autophysiopsychic music be
idiomatic to oboe playing and if so, which methods could be most effective in order to teach and
learn Lateef’s music and language?
This document reviews three of Yusef Lateef’s own method books and discusses how
they can be relevant for oboists: “Method on How to Perform Autophysiopsychic Music”,
“Repository of Scales and Melodic Patterns, and the “Flute Book of the Blues.” These writings,
iii

combined with the listening and watching of his performances, as well as the musical analysis of
his published music, show that oboe playing and his repertoire are very suitable together and
accessible to oboe players (both professionals and students). The study of those methods not only
provides the player with the technical, harmonic, and creative skills to develop the ability to play
his music, but also teaches the philosophical aspect of what the composer believed to be part of
the final product. This document also includes the first complete listing of all of Lateef’s
recordings for oboe, as well as interviews with musicians who worked with Lateef.
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CHAPTER 1: BIOGRAPHY
1.1 WILLIAM EVANS
Dr. Yusef Abdul Lateef was born William Emanuel Huddleston in Chattanooga, Tennessee
on October 9, 1920. His parents were William Huddleston and Eva Spicer. His birth coincided
with the development of a new technology of entertainment and communication that would
become part of his family’s routine: the radio. As a kid, he would listen to the Spike Jones Show.
Spike Jones was a bandleader “with a lot of humor in his music and they played all sorts of
novelty tunes using strange instruments like kazoos and plungers.” 1
At the age of 5, he and his family moved to Detroit and his father changed their last name to
Evans. Amidst his interest in ants, butterflies, caterpillars, and grasshoppers 2, William Evans
started to dream of being a musician 3. His first music teacher was John Cabrera, who advised
him to play the oboe while studying at Miller High School, but he said “no”. “This was before I
bought my saxophone, so I played the drum pad in his class. But he must have planted a seed
because years later I would add the oboe to my collection and popularize it on several
recordings.” 4 He started playing the oboe almost ten years later, in the early 1950’s 5.
Downstairs from where he lived in Detroit was the Arcadia Theatre, and he was fascinated by
the musicians performing there. When he was 12 years old, he decided to play the saxophone.
His father told him he would pay half of the cost of a saxophone and by the age of eighteen,

1

Lateef and Boyd, The Gentle Giant, 2.
Lateef and Boyd, 6.
3
Lateef and Boyd, 12.
4
Lateef and Boyd, 17.
5
Yuseef Lateef, interview with Reuben Jackson, June 21, 2000. Transcript Washington, DC: Archives Center,
Archives Center, National Museum of American History, Smithsonian Institution (2010), web address, 13.
2
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William Evans bought his first alto sax. After only a few years practicing the saxophone, Bill
Evans 6 had his first paying musical job in 1940, at the Ace High Club, a small bar in Detroit. 7
In the summer of 1943, Bill Evans witnessed one of the worst race riots in United States
history. The African American population in Detroit was facing extreme racism, poor living
conditions and unequal access to resources. The riot erupted after a man ran into a club in
Paradise Valley and told the audience, composed of African Americans, that a white mob had
thrown a black woman and her baby off the Belle Isle Bridge. The violence escalated quickly,
and according to the Detroit Historical Society, “white mobs overturned cars owned by blacks
and set them on fire and beat black men as white policemen looked on. African American
community leaders pleaded for Mayor Edward J. Jeffries to call in help from national troops. It
was not until white gangs entered Paradise Valley that the mayor responded by seeking
assistance from President Franklin Roosevelt.” 8
At the time, Bill Evans was living “one block from the demarcation line that divided the
Black community from the white community, and I was particularly concerned about the welfare
of my family. I feared that some of the mob would break in our house and harm me, my wife and
my daughter.” 9
In 1946, Bill Evans moved to Chicago, performing with bassist Eugene Wright and his band,
Dukes of Swing. “The pianist in that band was a young man from Alabama named Herman
“Sonny” Blount, who would later be famously known as Sun-Ra.” 10

6

Bill Evans became Yusef Lateef’s stage name at the time. Not to be confused with Bill Evans (1929-1980),
American jazz pianist and composer.
7
Lateef and Boyd, 26.
8
https://detroithistorical.org/learn/encyclopedia-of-detroit/race-riot-1943. Accessed May 3, 2022.
9
Lateef and Boyd, 42.
10
Lateef and Boyd, 48.
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Still in the same year, while working with the Wally Hayes Band in Chicago, Bill Evans met
the itinerant trumpet player Talib Dawud, who practiced Islam as a member of the Ahmadiyya
movement. “It was clear to me that Islam, through prayer and doing good deeds, could direct
one’s life in a proper way.” 11
After adopting Islam in 1948, William Evans legally changed his name to Yusef Lateef in
1950. He took “Yusef” after the prophet Joseph. “Lateef” means “gentle, amiable and
incomprehensible.” 12

1.2 YUSEF LATEEF
In 1948, Lateef joined the Dizzie Gillespie Orchestra, and he considered his 2-year
experience as part of the group similar to “attending a top-flight musical academy.” 13
Lateef moved back to Detroit in 1951, and the city had an outstandingly active music scene
at the time. Lateef performed with several jazz musicians who also gained prominence, such as
vibraphonist Milt Jackson, bassist Paul Chambers, drummer Elvin Jones, guitarist Kenny Burrell,
Hank, Thad, and Elvin Jones (The Jones Brothers), pianist Barry Harris and trumpeter Donald
Byrd.
Kenny Burrell had his master’s degree from Wayne State University and influenced Lateef to
attend college. In 1953 Burrell also convinced him to begin to play the flute. 14

11

Lateef and Boyd, 57.
Lateef and Boyd, 61.
13
Lateef and Boyd, 51.
14
Lateef and Boyd, 66.
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In 1950, Lateef started taking classes at Wayne State University. He and his first wife, Sadie
Harper, had two children, Iqbal and Rasheed, and he was working at Chrysler at the time, so he
was taking about 3 credits per semester, and the process to get his bachelor’s degree lasted
almost ten years. 15
From the time he studied at Wayne State University, what Lateef found most memorable was
the opportunity to study with Dr. Robert Lawson, who taught a course named “Symphonic Tone
Poem”. “He introduced me to the works of Beethoven, Rachmaninoff, Sibelius, Respighi’s
“Fountains of Rome,” Borodin, who wrote “The Plains of Central Asia,” Tchaikovsky, and other
renowned composers”. “These courses, the listening and the analysis, would affect my musical
development and my later compositions.” 16
From Dr. Lawson, Lateef also learned “about the composition of ‘sheer weight’, which
implied that with constant repetition of a bass chord or tone you could play any type of melody. I
was thoroughly involved with understanding Arnold Schoenberg’s twelve-tone system and his
composition “Transfigured Night” 17.
In 1955, George Klein, the owner of the Klein’s Show Bar, offered Lateef a position of
leading his own band. “When it came to selecting the members of my new band, the first thing I
wanted was for them to be in harmony with me musically, and in terms of aesthetics.” 18 The
band consisted of Lateef, Curtis Fuller on trombone, pianist Hugh Lawson, bassist Ernie Farrow
and drummer Louis Hayes. They signed a contract with Savoy Records and recorded their first

15

Lateef and Boyd, 66.
Lateef and Boyd, 67-68.
17
Lateef and Boyd, 76-77.
18
Lateef and Boyd, 71.
16

4

album, Jazz Mood, in April 1957 at Rudy Van Gelder’s studio. Lateef was not under an
exclusive contract, so he also released five albums on Prestige Records.
After releasing his second album for Savoy Records, Lateef felt he could be recording for
many years, and he found no use in “reinventing the wheel with each new album.” 19 To explore
new possibilities, Lateef began to study other instruments from different cultures. “Soon, I began
studying the oboe with Ronald Odmark of the Detroit Symphony Orchestra. However, it
wouldn’t be until 1959, when I recorded the “Oboe Blues” on the Savoy label, that I would
feature the instrument. Some writers believe that the oboe made its first appearance on Cry!
Tender, but that came afterwards.” 20
In 1960 Lateef moved to New York City and joined the Charles Mingus Band. The group
included Ted Curson on trumpets, Dannie Richmond on drums and Eric Dolphy on reeds. Lateef
highly appreciated the time he spent with Eric Dolphy. “He was always offering musical advice
as he experimented with different sound and modes. He once gave me some patterns that
consisted of various large intervals, and many of them can be found in my book ‘Repository of
Scales and Melodic Patterns’.” 21
Lateef joined Cannonball Adderley’s group in 1962, after declining offers to join Count
Basie’s band and Thelonious Monk’s group. With Cannonball Adderley, Lateef toured Europe
and Japan for the first time. “Though deeply aware of the blues, Cannonball was also quite savvy
when it came to the history of certain composers, like Stravinsky, for example, and the processes
he used in his compositions.” 22

19

Lateef and Boyd, 74.
Lateef and Boyd, 75.
21
Lateef and Boyd, 87.
22
Lateef and Boyd, 96.
20
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In 1965 Lateef became a full-time student at the Manhattan School of Music. “...during the
time I was studying baroque music, we would study baroque architecture, philosophy that
prevailed during the baroque period of music, and literature of that period. And, as you moved
through the periods, you would study the philosophy and musical forms, the art of each period.
They had a very good program, and I had to take foreign language for two years, so I studied
French.” 23 During the same here he published the Flute Book of the Blues.
In 1970 Lateef was offered a position to teach a music theory course at the Manhattan School
of Music. In his classes, he found an opportunity to teach his own method: “Theoretically, I
introduced my concept of music, which I described as “autophysiopsychic” music, that is, music
from one’s physical, mental, and spiritual self. I taught my students that when they played the
music of another composer that they were merely giving an autophysiopsychic interpretation of
someone else’s music.” 24
Still in 1970, Yusef Lateef travelled to Cologne, Germany, where he recorded the Symphonic
Blues Suite, “a form of autophysiopsychic music consisting of a number of movements in the
character of the blues, a form created and developed by the African American musicians in the
United States over many generations.” 25 The Symphonic Blues Suite was performed again later
that year at the Meadowbrook Festival in Oakland, Michigan, and it was the first time Lateef
performed one of his symphonic works in the state where he grew up. 26 On the second half of

23

Yuseef Lateef, interview with Reuben Jackson, June 21, 2000. Transcript Washington, DC: Archives Center,
Archives Center, National Museum of American History, Smithsonian Institution (2010), web address, 24.
24
Lateef and Boyd, The Gentle Giant, 111.
25
Lateef and Boyd, 112.
26
Lateef and Boyd, 118.
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the concert, he played “CC Rider” on the oboe, and “there was a delightful reaction from the
young audience.” 27
In 1971 he began teaching at the Borough of Manhattan Community College. He accepted
the offer because he had a home in Hackensack, New Jersey, and he had a contract with Atlantic
Records, based in New York City. At the time, he also enrolled in classes at the New School for
Social Research. “Since I had an ample supply of courses in music, I wanted to pursue the study
of philosophy and symbolic logic, both of which would allow me to delve into pragmatism,
existentialism and other philosophical systems. I found these systems of reasoning to be useful in
devising lesson plans in my teaching career, and they were helpful in my musical
composition.” 28
Between 1971-72, he recorded three albums for Atlantic Records: The Gentle Giant, Hush
‘N’ Thunder and Part of the Search. Aside from working with his quartet, Lateef was also
performing as a guest musician for other artists, including Liza Minelli and Johnny Mathis.
In 1972 he was offered entrance into a doctoral program in education at the University of
Massachusetts at Amherst. He was, at the same time, taking classes in symbolic logic at
Columbia University, and commuting between New York City and Amherst. He defended his
dissertation, “An Overview of Western and Islamic Education”, in 1974. 29
About the time he was working on his dissertation, between 1972 and 1975, Lateef wrote in
his autobiography: “This was during the period when Black Studies was a burning issue in

27

Ibid.
Lateef and Boyd, The Gentle Giant, 114.
29
Lateef and Boyd, 123.
28
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higher education, and it might have indirectly helped me in my quest to finish my education and
later acquire a teaching position.” 30
In 1973 he met his second wife, Tahira, and in 1975 his third son, Yusef, was born. For the
next two years, he travelled to several countries with his family and his quartet. The group
performed in England, Denmark, Norway, Pakistan, India, Ghana, Egypt, and Tunisia. Whenever
possible, Lateef would attend local musical events and observe different types of music and
musical instruments. 31
In 1979 Lateef published the “Method on How to Perform Autophysiopsychic Music”. In
1981, he published the “Repository of Scales and Melodic Patterns” and wrote his first
symphony, Tahira Symphony. About his impressions of writing for an orchestra, Lateef says that
“the orchestra is so vast in, in its ability to express feelings, you know, with the strings,
woodwinds, brass, percussion. It’s like a whole choir of feelings coming at you, at once.” 32 In
the same year, he accepted a position as a senior research fellow in the Center for Nigeria
Cultural Studies at Ahmadu Bello University.
Lateef lived in Nigeria until 1984, and, as a result of his research, he wrote the book “The
Musicians, Music & Musical Instruments of Northwestern Nigeria", published recently, in 2019
by his family’s publishing company, FANA Publications.
About the cultural environment that he experienced in Nigeria, Lateef writes: “Among the
dancers, musicians and dramatists, there were Nigerians of various ethnicities. There were
Hausa, Ibo, Mugazawa, Yoruba, Nupe, Ibibio, and others. Each of the groups had its own

30

Ibid
Lateef and Boyd, 125.
32
Yuseef Lateef, interview with Reuben Jackson, June 21, 2000. Transcript Washington, DC: Archives Center,
Archives Center, National Museum of American History, Smithsonian Institution (2010), web address, 27.
31
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rhythms, language, attire, and culture. Observing their cultural particularities helped me to
understand the genetic inheritance of African American musicians.” 33
In 1985, Lateef and his family moved back to Amherst. He made the decision, that year, to
restrict his performances to non-alcoholic venues. He thought that he had done enough of
performing in venues that served alcohol, and he also believed that “the noble quality of the
music merited being experienced in a non-alcoholic venue.” 34
He dedicated most of his time to his compositions, and during the second half of the 1980’s
he wrote a “piano sonata, a woodwind quintet, a suite for flute and bass, a sonata for alto
saxophone and piano, a woodwind sextet, a saxophone quartet sonata, and a book of twenty
modern flute duets.” 35
In 1987, Lateef recorded his Little Symphony. He played all the instruments for that
recording, released through Atlantic Records. For that album, he won a Grammy Award in the
New Age category.
In 1988, Lateef became a member of Eternal Wind Ensemble, that also featured guitarist
Federico Ramos, Ralph Jones on woodwinds, Charles Moore on trumpet, Cecil McBee on bass,
and Adam Rudolph on percussion. His artistic partnership with Rudolph would last until his last
days. About the partnership, Rudolph wrote: “In the ensuing twenty-five years, Yusef and I
performed and collaborated worldwide in many contexts: quartets, octets, with orchestras, and,
most often in the last two decades, as a duo. He always brought new music and new creative
processes and concepts to each concert and recording date.” 36 More aspects of their music and

33

Lateef and Boyd, The Gentle Giant, 130.
Lateef and Boyd, 137.
35
Ibid.
36
https://metarecords.com/yusef_tribute.html. Accessed 3/15/2022.
34
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their compositional style will be explored in Chapter 2 of this document, and an interview with
Adam Rudolph is featured in Appendix C.
Yusef Lateef created his own record company in 1992, called YAL 37 records. He did it so he
could deal with “two immediate problems. First of all, there was a need to account for the
phenomena of the music; and secondly, to explain how knowledge of these facts arises in the
mind of the player/hearer. Though it was scarcely reorganized at its inception, this intellectual
and spiritual journey embraced the concerns of a rich tradition of autophysiopsychic music in
which perhaps the last major representative was John Coltrane.” 38 YAL has over 35 albums in its
catalog. Lateef considered that “the YAL catalog is crucially free expressions that are typically
new to player and hearer. You can take these properties of sound to set the primary goals of
artistic theory to spell out clearly a notion of structure, and the procedure by which it yields free
expression.” 39
About Lateef’s businesses as an independent artist, Mrs. Ayesha Lateef mentions “three
business aspects Yusef used as an independent artist. YAL Records is the recording aspect,
basically the label for CD releases. The other two have Arabic related words stemming from our
faith, Islam. ‘Alnur Publications’ means ‘The Light of The Almighty’ and is the publishing side
for all musical and literary compositions and their associated registrations, rights, and
entitlements. ‘FANA’ means ‘annihilation of one’s lower, base behavior in order to strengthen
the relationship with The Creator’. FANA Music may be considered as the publication label for
the compositions. Sometimes Alnur and FANA are used simultaneously on printed material.” 40

37

Yusef Abdul Lateef
Lateef and Boyd, 153.
39
Ibid.
40
Email exchange. Mrs. Lateef is currently administering the business.
38
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In 1993, Dr. Ulrich Kurth, jazz journalist, author, musicologist, and producer who worked at
Westdeutscher Rundfunk (WDR, German public service radio and TV broadcaster)
commissioned Lateef to compose a work for orchestra and quintet, that would feature Lateef and
Adam Rudolph’s Eternal Wind Quartet. The composition is the African American Epic Suite,
“an odyssey attributed to the African Americans 250 years of servitude in America. The Harvard
Dictionary of Music defines this work as a “tone-poem.” 41
Lateef went back to Detroit in 1999 to be honored by Wayne State University with an Arts
Achievement Award. Still in 1999, Lateef was invited to participate in a John Coltrane Memorial
Concert, which he considered an honor, since his friendship with Coltrane extended back to
1945. The same year, Lateef suffered the passing of his daughter Iqbal. 42
President Bill Clinton and Hillary Clinton invited Yusef Lateef and his wife to a State
Dinner at the White House, honoring His Majesty Muhammed Vl, King of Morocco on June 20,
2000. In 2001, Lateef composed the Romance for harp and oboe d’amore, premiered by oboist
Batya Sobel at Hampshire College.
On September 9, 2001, the terrorist attacks on the World Trade Center and the Pentagon
shocked the whole world, and the aftermath of the events had an impact on Lateef’s life.
“Whenever I traveled, because I am a black man with a visible Muslim appearance, I was
invariably stopped and given extra attention in the airports.” 43 Lateef also wrote in his
autobiography: “Being black and a Muslim means I’m sometimes double profiled.” 44

41

Lateef and Boyd, 154.
Lateef and Boyd, 160.
43
Lateef and Boyd, 166.
44
Lateef and Boyd, 167.
42
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In 2002, the Smith College Office of Institutional Diversity and the Department of AfroAmerican Studies sponsored a tribute to Lateef, who was “so choked with emotion that he could
hardly express how he felt about the occasion.” 45 He retired in August 2002 and continued to
compose music and literature 46, as well as painting “mostly images of trees.” 47
“A proclamation from the city and county of San Francisco, CA declared October 29, 2005
as "Yusef Lateef Day" in recognition of his lifetime dedication and achievements as a musician,
composer, philosopher, author and educator, celebrating his remarkable life and career, and
commemorating his 85th birthday.” 48
“In 2010 Yusef Lateef received the lifetime Jazz Master Fellowship Award from the National
Endowment for the Arts (NEA), an independent federal agency. Established in 1982, the
National Endowment for the Arts Jazz Masters Fellowship is the highest honor that the United
States bestows upon jazz musicians. In a statement, the NEA praised him for bringing “a broad
spectrum of sounds to his music through his mastery of Middle Eastern and Asian reed
instruments. A major force on the international musical scene for more than seven decades, he
was one of the first to bring a world music approach to traditional jazz.” Yusef Lateef received a
letter from BMI and a letter from President Barack Obama in recognition of the NEA Jazz
Master Award.” 49
Yusef Lateef’s passing happened on Monday, December 23, 2013, at his home in Shutesbury
in western Massachusetts. He is survived by his wife, Ayesha Lateef; son, Yusef Lateef;
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Lateef and Boyd, 168.
Lateef wrote two novellas: Night in the Garden of Love and the sequel Another Venue; and a short stories book:
Spheres. Both his fiction and non-fiction literature works are published by FANA Music and are available in his
website: yuseflateef.com.
47
Lateef and Boyd, 170. His paintings are available in his official website.
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https://yuseflateef.com/about-yusef-lateef/awards_and_recognitions/. Accessed 3/15/2022.
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granddaughter and great-grandchildren. In 2022, Jean and Alexander Heard Libraries from
Vanderbilt University acquired the collection of research materials from the life and career of
Yusef Lateef. 50
Although Yusef Lateef is primarily remembered as a jazz musician, it is clear from his
biography that he is much more than this. Through his studies and travels, as well as his
association with other jazz innovators, Lateef expanded his musical language to include
everything he came in contact with. His autophysiopsychic music, which is heard in his many
recordings, and documented in his method books, is an all-encompassing global approach to
music making that transcends all genres.

1.3 AFRICAN AMERICAN COMPOSERS AND RACIAL BIAS
Even though it is beyond the scope of this document to deeply discuss the racial bias in
classical music and the music academy, it seems essential to address the issue as I’ve studied Dr.
Lateef’s life and work.
Lateef composed a comprehensive number of classical works, including four symphonies,
chamber music and solo works. He also wrote theory books, methods that will be further
explored in this document, such as: “Method on How to Perform Autophysiopsychic Music”,
“Repository of Scales and Melodic Patterns, and the “Flute Book of the Blues”.
However, it seems that academia in the United States has not yet incorporated his methods or
theory books, even though they provide a unique and comprehensive understanding of African-
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https://news.vanderbilt.edu/2022/03/18/heard-libraries-acquire-collection-of-jazz-world-music-master-yuseflateef/. Accessed 3/21/2022.
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American music in the 20th century. This is an example of the lack of assimilation of AfricanAmerican music idioms into the music education curriculum, an issue that was addressed by
Michael Britt in his dissertation written in 1980. Britt writes that “the results of the assimilation
of European music traditions with Afro-American music practices is the emergence of a new
characteristic style of music which is making an impact on world culture.” 51
About the development of African-American music idioms and its contribution to American
culture, Lateef affirms “I think we should be very proud of African-Americans’ contribution to
that aspect of culture called music, because they survived all the pangs of discrimination, being
refused education. When slavery was abolished, they were removed from the plantations with
only plantational skills, and they picked these old instruments off the dump heaps, disbanded by
John Phillip Sousa, and taught themselves to play them without teachers. You could call that a
survival occupation, and that’s amiable. And from it, the blues form developed, a musical form
which has contributed to music, more than any other form that I know of.” 52
Lateef interweaved European music traditions, Afro-American music practices and Eastern
music practices, and his contribution to the cultural pluralism and diversity in music should and
could be better incorporated into music education programs. Britt wrote in 1980 that “although
the recognition of Afro-American forms as an active influence in music education has taken
place, by large such recognition is yet not reflected in the music education programs.” 53 This
continues to be true today.
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Britt, 1.
Lateef, Yusef. 2010. Interviewed by Reuben Jackson. June 21, 2000. Transcript. Archives Center, National
Museum of American History, Smithsonian Institution, 55.
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Lateef was aware of the potential changes that he could bring as a teacher, as he mentions in
his autobiography that the period that he was writing his dissertation was a “period when Black
Studies was a burning issue in higher education, and it might have indirectly helped me in my
quest to finish my education and later acquire a teaching position.” 54
Philip Ewell, professor of music theory and Director of Graduate Studies at Hunter College
of the City University of New York, and writer of the blog “Music Theory's White Racial Frame:
Confronting Racism and Sexism in American Music Theory”, addresses the challenges faced by
POC students and teachers: “PhD programs in music theory routinely require some or all of the
following six seminars: two History of Music Theory, two Schenkerian (sometimes called
“Tonal”) Analysis, and two Post-tonal Analysis. Commonly, in these six seminars, every single
music theorist studied—from Aristoxenus (d. 335 B.C.E.) to Milton Babbitt (d. 2011 C.E.)—is a
white male. These seminar requirements represent both racist policies and sexist policies.
Seminars featuring 100% white-male music theorists create hostile environments for POC and
nonmales and, especially, nonmales of color. Such exclusionist seminars give rise to negative
psychological and emotional environments for POC and nonmales, and intimidate and
undermine their self-esteem and dignity.” 55 He also believes that changes regarding music theory
diversification with respect to race and gender will not happen organically.
Ralph Miles Jones, in his interview, talks about the racism that musicians, including Lateef,
had to face at that time: “I'm going to recommend a book called “Jazz and Justice”. It's an unreal
book, one of the most profound books I've ever read, and is written by Gerald Horne, who is a
history professor at University of Houston. Now, that book, it will explain a lot to you about
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what musicians had to go through, who was owning everything, the booking agents, who were
the club owners back in those days in New York. The discrimination and thuggery that they had
to face being a musician. In this book, they talk about the musicians that signed with Blue Note
and Prestige, Savoy, and some of those labels, those early labels that were owned by gangsters.
I'm just saying that they would get some of these musicians, they would get them addicted to
drugs, so they could take their publishing, so they could take their compositions. Same thing with
Chess Records in Chicago, it was the same kind of thing. They took advantage of the artist. Now,
the reason why I'm bringing that up, is that Yusef never spoke to us about that. The elder
musicians never spoke to us about any of that. And when I read this book, it made me say:
‘Wow, what did they have to go through in order to be, in order to bring beauty, which is the
music, to the people.’”
Mr. Jones continues, mentioning that ‘Yusef understood that, and he went on and got his
doctorate, because this is something he said: ‘I’ve got that, so you can't say: ‘well, you know,
you are unqualified’. Because this is what they wanted, to disqualify a lot of people. So, there's
still a lot of things to unpack. Do you remember in Yusef’s autobiography he talked about when
he was going into the Club Klein show bar, which is maybe about six blocks away from our
house, and the police stopped him and beat his hands 56? Remember he talked about that? This is
how they would do, you know, to musicians. We can't, you know, dismiss these things any
longer, and I'm at a point of my life, that I'm not going to hold my tongue.”
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Lateef and Boyd, 77-78. Lateef performed six nights a week at Klein’s. Singer Blondie used to attend the
performances, and Lateef noticed a white policeman observing her and apparently resenting her appreciation of their
music. One night, the same detective stopped and pushed Lateef to the ground, telling him that he fit the description
of a drug dealer. Even after finding that Lateef had no drugs with him, the policeman asked Lateef to place his hands
on his knees, and proceeded to beat Lateef’s hands with blackjacks all the way to the police station. Lateef mentions,
in the same book, other episodes in which he faced racial discrimination.
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Ralph Jones suggests that Lateef confronted racism throughout his career. In light of the
oppressive attitude of publishers and record producers of this period, it is understandable that
Lateef made a decision to produce his own recordings and publications, in order to pursue music
making on his own terms. It is also a sign of courage that he succeeded at maintaining an
independent career in music. Lateef’s life work presents a more equal, diverse and pluricultural
musical legacy, and should be welcomed by academia.

Figure 1: Photograph by John Rogers for NPR (National Public Radio).
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CHAPTER 2: AUTOPHYSIOPSYCHIC MUSIC
2.1 CREATION OF THE TERM
To start understanding Yusef Lateef`s music, it is necessary to comprehend the term that
he created in order to describe his music, “autophysiopsychic” music. Yusef Lateef did not want
his music to be associated with the term Jazz. He considered that “the term Jazz is highly
ambiguous”, as he consulted dictionaries and one of them had the first entry for the term as “to
have sexual intercourse.” 57 Another defined Jazz as that which is “discordant and noisy”, the
term was also associated with “tomfoolery”, and “poppycock”. He believed that his music
expressed other values, and “autophysiopsychic” music was the term he found adequate in order
to define his music.
About the definition of the term and how he created it, Lateef said: “That happened in ’70
at the Manhattan School of Music, when I got my Master’s. The Dean there Mrs. [Josephine C.]
Whitmore had me do some research on the term “jazz,” and I found all these ambiguities:
tomfoolery, and poppycock and terms that I wouldn’t even mention in front of ladies. So, I
realized that our music had been misidentified. I don’t know whether it was on purpose or
unintentional. Nevertheless, then I said: “Well, I should have my term that I feel that adequately
defines the music, and that’s when I came up with the term “autophysiopsychic music.” “Auto”
meaning “self,” “physio” meaning “the physical,” the body and the instrument, “psychic”
meaning uh this “the spirit, the intellect and the soul,” which means music from the “physical,
mental and spiritual self.” I thought the term was accurate, and I’ve been using it ever since.” 58
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This chapter will discuss the philosophical aspects of his music, as well as the
compositional elements that define Yusef Lateef’s music. The chapter will also present a
literature review of his books “Flute Book of the Blues” and “Repository of Scales and Melodic
Patterns”.

2.1.2 BEFORE CREATING THE TERM
Before creating the term “autophysiopsychic” music and before composing notated
music, Lateef recorded the album Psychicemotus in 1965. The term suggested “the blending of
mind and emotions”. About the album, Lateef mentioned that “There are entire compositions
written where textures are considered to be the melody like works of Pierre Boulez, the Parisian
composer.”
The same album features Lateef’s version of Erik Satie’s “First Gymnopedie”, played “in
waltz-time”. He also mentions that “A lot of people like this record because of its mixture of
standards, world music motifs, and the two pieces of classical bent. I had Hindemith, Prokofiev,
and Schoenberg in mind when I composed “Medula Sonata.” 59
Even though Lateef himself doesn’t affirm that this concept might have been a
preliminary attempt to create a specific term suitable to his music, the album as early as 1965
shows his interest in forms of composition outside the traditional jazz realm, and the term
“psychicemotus” can be considered an early attempt at naming a more all-inclusive approach to
music.

59

Lateef and Boyd, 101.
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2.1.3 AUTOPHYSIOPSYCHIC AND IMPROVISATION
One question raised during this research is if “autophysiopsychic music” equals
“improvised music”. Lateef considered “autophysiopsychic music” the music from one’s
physical, mental and spiritual self. The term can be, therefore, applied to both his written nonimprovised works, as well as the improvised ones. One way to say it is that not all of Lateef’s
autophysiopsychic works are improvised in loco, but all of his improvised works are
autophysiopsychic. However, his “Method on How to Perform Autophysiopsychic Music” used
to be called “Method on How to Improvise Soul Music”. The first edition was published by his
own company, FANA Music, in 1979. After examining both editions, the conclusion is that the
content is the same, and Lateef changed the title of the book in 1995, which might have
happened due to Lateef’s reservations regarding the term “improvisation”. As mentioned by his
student Terran Olson 60, “I think, what he objected to with that (the term “improvisation”) is that
the dictionary definition is ‘something that's done without preparation’. And his point is, just
because you don't decide in advance which pitches or rhythms you're going to play, that doesn't
mean you're not preparing.”
Adam Rudolph reaffirms that Lateef disliked the term “improvisation”, and he stopped
using the term as well. When asked about Lateef’s role in documenting this oral tradition and the
pedagogical contribution that he offers while documenting something that comes from an
improvisatory nature, Rudolph answers: “Yusef was the first to say this, and now I kind of agree
with him. He stopped using the word improvisation also. Because improvisation, if you look in
the dictionary means ‘to do something without any previous preparation.’ So, I prefer to use the
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Complete interview featured in Appendix C of this document.
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word ‘spontaneous composition’. And what that means is that you've prepared, and you've
worked with the materials that you've prepared, but how the music is going to come into being is
spontaneous to the moment. What that means, is that you're relying not only on your intellectual
capacities and the knowledge that you have about music, and your technique, but you're also
depending upon intuition and inspiration. So, the oral tradition, those are things that are the most
difficult to teach.” 61
In his book “Rain…Shapes: Conversations of Yusef Lateef and Albert Heath” 62, Lateef
writes, even before the preface, the definition of two specific terms, the first term being
“improvisation” and the second one “autophysiopsychic music”. Lateef asserts that “the word
‘improvisation’ as it relates to music means: to present music resulting from prior practice and
study; and ‘autophysiopsychic’ means: music from one’s physical, mental and spiritual self”. 63
The fact that he defines the two terms as being different entities might indicate that
autophysiopsychic music does not exclusively refer to improvised music.
In the same book, Lateef questions “what contribution can the study of improvised music
make to our understanding of human nature? In one or other manifestation, this question threads
its way through contemporary Western thought. In an age that is self-conscious and concerned
about how improvised music mirrors human mental processes or shapes the flow and character
of thought- these are topics for study and speculation by music- lovers and scholars- including
those with a wide variety of interest, points of view, and intellectual backgrounds.” 64
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Lateef views “improvised music as something more than an artistic form of
communication through which the musician conveys his emotional moods and ideas to others.
Many philosophers have attempted to find out if music has its origins in some ‘high source’,
which transcends human understanding. Some believe that moral overtones can be detected in
melody and ethical significance in harmony, nuance and rhythm. Some believe that music affects
human behavior. Some have decided that music can improve or degrade a character.” 65
Dr. Paul Sherman 66, when asked in which ways he believes that Lateef’s improvisational
style interacts with his classical music compositions, agrees that Lateef’s improvised and nonimprovised music share the same characteristics, and his written music can therefore be
considered “frozen improvisations”. An analogy can be traced between Lateef writing his
improvisations and Mozart and Beethoven writing their improvisations. That can be observed in
Mozart’s and Beethoven’s cadenzas, for example. Lateef traces the analogy between Bach and
John Coltrane, regarding improvisation, affirming that “people have referred to Bach as being a
mathematical genius derived from an analysis of his music. But I think the same thing can be
said about the harmonic structures which John Coltrane introduced in his improvisations.” 67
After analyzing Lateef’s other methods that will be discussed in this document:
“Repository of Scales and Melodic Patterns, and the “Flute Book of the Blues”, it was concluded
that it is suitable to approach both his printed music and improvised music as being part of the
aesthetics of autophysiopsychic music. Chapter 3 of this document will discuss how to apply
those methods in oboe teaching.
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2.1.4 METHOD ON HOW TO PERFORM AUTOPHYSIOPSYCHIC MUSIC
While working as a teacher in New York City, Lateef was frequently asked by young
students to teach them autophysiopsychic music 68. Having students committed to learn
autophysiopsychic music motivated Lateef to write his method: “Their desires have helped
motivate me into the undertaking of this project. Long experience in playing autophysiopsychic
music has also shown me the need for a meaningful method. I believe the method will help to
equip the musician with a vital musical skill and also enhance creative ability.” 69
Lateef categorizes as a pre-requisite to comprehend his “Method on How to Perform
Autophysiopsychic Music”: Major and minor scales; major and minor triads; major and minor
chords; augmented and diminished chords; intervals; form; melody and rhythm; elementary
knowledge of keyboard harmony. 70
Before writing his musical exercises, Lateef explains his views on terms that constitute
the philosophical aspect of autophysiopsychic music. Those terms are: “soul”, “blues”, “sound”,
“rhythm”, and “emotional memory”.
Lateef believed that music was tied to spirituality, and that “at certain stages of
development the musician becomes cognizant of their soul, or that there exists within the self: a
soul.” 71 He believes in the connection between all things and beings in the universe, and that this
connection happens through “soul vibrations”, that “communicate like an electric current from
soul to soul” 72. Therefore, the autophysiopsychic musician, in order to deliver the musical
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message, should be “attuned to other souls”. He affirms that “if the musician is in harmony with
the self and humanity, great spiritual heights may be obtained. Their expressions will be a
continuous cycle of the pouring forth of heart and soul.” 73
A parallel can be traced between Lateef concept of “soul vibrations” and Plato’s
philosophy on music: “In platonic reflection the authentic interlocutor of music is the soul. Plato
appears to give his constant attention to the particular ways in which music can touch and
condition the psyche: the opportunity not to be missed is that of using the musical experience as
a type of philosophically oriented formation and education of the psyche. Music contributes to
the philosophical cure of the soul as a very efficient manner of treating a vast array of psychic
responses ranging from perception, emotion and desire to rational content.” 74
Lateef considered that the blues “has duly taken its place among the many noble forms
such as the Motet, Chorale, Concerto Grosso, Sonata Allegro, etc. The Blues form is simply a
canvas for the performer to paint his/her musical picture, a mold into which the musician
spontaneously pours his/her creative energy. The melody, harmony and rhythm will be directly
proportionate to the autophysiopsychic ability of the performer.” 75
Regarding sound, Lateef affirms that the “autophysiopsychic performer of music must
endeavor to understand the nature of sound that he/she is producing”. He believed that sounds
and thoughts are vibrations “as alive as physical germs”, and that “the effect of personal
expression upon the listener depends upon the thoughts that are imbedded in his/her sound.” 76
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Lateef affirms that rhythm is the “law of motion”, and that motion is “the significance of
life”. He asserts that “autophysiopsychic music vary the rhythms of melodic lines. If the rhythms
of melodic lines are not varied the music will sound monotonous and will have a negative effect
upon the minds and bodies of the listeners.” 77
Lateef believes that there is a value in autophysiopsychic music that can be transferred to
the performance, and that one vital tool in the science of self-expression is the emotional
memory. He affirms that “the skilled musician is not just a mechanical, emotional dispenser but
an interpretive artist creating organically.” 78 He considers emotional memory an aesthetically
expressive tool and a way to improve self-awareness.
In the “Method on How to Perform Autophysiopsychic Music,” Lateef proposes twelve
lesson plans. Each one presents a musical element that constitutes his compositional style, and
then gives exercises that guide students in practicing their memory skills and creative abilities.
For example, in his first lesson, he presents the “seventh scale”, which is the major scale with the
seventh degree of the scale being lowered a half step. 79 He suggests that the scale should be
practiced in the entire range of the instrument, in all keys, by memory. The following exercises
are creative ones, in which Lateef provides a pattern of how to write musical lines using the
scale, and invite the students to create their own melodic passages:
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Figure 2: “Method on How to Perform Autophysiopsychic Music”, Lesson 1.

The succeeding lesson plans present the same structure: an introduction to the musical
concept, a suggestion that it should be practiced and memorized, an example of how to apply the
concept creatively, and creative assignments of improvisation using the musical concept that was
introduced. Lateef’s lesson plans include triads and chords of the seventh scale; intervals of the
seventh scale; standard Blues progressions; half step between the tonic and the seventh; half step
between the second and the tonic; half step between the third and the second; half step between
26

the fourth and the fifth; half step between the fifth and the sixth; entering by one or more scale
tones; the seventh in relation to diminished chords. Here’s another example from the book,
lesson 8, half step between the third and the second:

Figure 3: “Method on How to Perform Autophysiopsychic Music”, Lesson 8.
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The second half of the method is about Blues and Song forms, and the book provides
harmonic structures, canvasses, that the student can use to practice improvisational skills. Lateef
also writes some atonal and diminished patterns that would later be explored in depth as part of
his “Repository of Scales and Melodic Patterns”. Here’s an example of an exercise from the
second half of the book, featuring the chord progression from Coltrane’s “Giant Steps”:

Figure 4: “Method on How to Perform Autophysiopsychic Music”, Twelve measure
blues harmonic structure.
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2.2 OTHER METHODS

2.2.1 FLUTE BOOK OF THE BLUES
The “Flute Book of the Blues” was published in 1965 80, before the “Method on How to
Perform Autophysiopsychic Music”, published in 1979. The book is divided in two volumes, that
present small melodies featuring elements characteristics of the blues. Leonard Feather 81 wrote a
foreword to the book, in which he affirms that “Yusef Lateef s qualifications for writing ‘The
Flute Book of the Blues’ are manifold. In the first place, he takes the instrument seriously and
has "developed his technical knowledge to a point where he can explain and impart it to others.
Second, he is among the most articulate of modern jazz musicians. Third and perhaps most
important, although he has explored the outer fringes of the avant garde, he has never lost touch
with the original essence of jazz and would be the last to reject the need for basics.” 82
In the first book, Lateef writes twelve measure blues form in major keys only. In the
second volume, Lateef writes twelve and sixteen measure blues melodies featuring both major
and minor scales. For a student who has no prior experience improvising music, combining the
“Method on How to Perform Autophysiopsychic Music” and the “Flute Book of the Blues”
seems adequate. The content is complementary, as it can be noticed that the “Method on How to
Perform Autophysiopsychic Music” assigns creative exercises, while the “Flute Book of the
Blues” presents written melodies featuring a comprehensive variety of articulations, melodic
patterns, different tempi and harmonic structures that will provide to the student a solid basis of
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what the style should sound like. That pre-knowledge of the style is essential for the students to
create their own improvisations within the style. Here’s the first exercise from the “Flute Book of
the Blues”, in C major, that can be learned in conjunction with Lesson 8 (Fig. 2) from the
“Method on How to Perform Autophysiopsychic Music”:

Figure 5: “The Flute Book of the Blues”, no.1.
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2.2.2 REPOSITORY OF SCALES AND MELODIC PATTERNS

Lateef called his “Repository of Scales and Melodic Patterns” a thesaurus 83 of musical
scales and patterns. The book can be considered an extension of his previous books, and it
features some patterns studied before (such as the seventh scale and diminished chords) and
explores more extensive, in-depth exercises. It also features musical languages from different
parts of the world, as well as exploring many atonal possibilities of musical language.
“In 1981 I completed and published the ‘Repository of Scales and Melodic Patterns’,
with scales from the musical styles of Europe, Asia, Africa, and all over the world. This book is
essentially a compilation of scales that I had gathered from all over the world. I studied with a
renowned flute player, Sachdev 84, and acquired a familiarity with Indian scales.” 85 In Chapter 47
of the book, Lateef provides an example of an Indian scale pattern, as well as a short melody
composed using this scale.
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Figure 6: “Repository of Scales and Melodic Patterns”, chapter 47, East Indian
scales.

The book also introduces Chinese, Japanese, Pygmy, Egyptian and archaic Greek scales,
to mention a few of them.” 86

86
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Figure 7: “Repository of Scales and Melodic Patterns”, chapter 39, Archaic Greek Scale
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“One long section of the book is even devoted to Eric Dolphy 87’s synthetic formations.
Eric gave me these formations back in 1961, a few years before his death. Typical of his style,
there are some very challenging intervallic leaps on some of the scales.” 88

Figure 8: “Repository of Scales and Melodic Patterns”, chapter 23, Eric Dolphy’s
Synthetic Formations.

87

Eric Dolphy (1928-1964) was an American jazz alto saxophonist, bass clarinetist and flautist. His improvisational
style was characterized by the use of wide intervals, in addition to employing an array of extended techniques to
emulate the sounds of human voices and animals.
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Figure 9: “Repository of Scales and Melodic Patterns”, chapter 23, Interpolations on Eric
Dolphy’s Synthetic Formations.
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2.3 COMPOSITIONAL TECHNIQUES

This chapter will explore some of Yusef Lateef’s most commonly used compositional
techniques. Some of them, such as the pentatonic and hexatonic scales and intervallic based
compositions, are directly or indirectly explored in his books. Other techniques, “Endophyte
composition” and “Syncretic compositions” are not explored in his books, but were either
addressed by Lateef in his autobiography and interviews, or by the musicians who worked with
him that were interviewed for this research.

2.3.1 PENTATONIC AND HEXATONIC SCALES
Although pentatonic and hexatonic scales are not compositional techniques that were
created or used exclusively by Yusef Lateef, it might be pertinent to mention how Lateef
addresses those techniques in his methods, as those are standard compositional tools that
constitute the style. In his “Repository of Scales and Melodic Patterns”, Lateef defines
“pentatonic patterns” as a “pattern of five notes.” 89

89
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Figure 10: “Repository of Scales and Melodic Patterns”, chapter 31, Pentatonic Etude.
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“Hexadic scale or hexachord” is defined as “in medieval theory, a group of six tones
following each other in the intervallic sequence of ‘ttstt’” 90, where “t” stands for tonus (whole
step) and “s” stands for semitones (half step).

Figure 11: “Repository of Scales and Melodic Patterns”, chapter 59, Hexachords; chapter
60, Hexachordic interpolations.
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Lateef, Repository of Scales and Melodic Patterns, explanation of terms.
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Lateef addresses the whole tone scale in a separate section, even though it is a form of the
hexatonic scale. Lateef defines “whole tone scale” as “a scale consisting of whole tones, only six,
to the octave. Only two such scales exist: C-D-E-F#-G#-Bb and C#-D#-F-G-A-B.” 91

Figure 12: “Repository of Scales and Melodic Patterns”, chapter 97, Whole tone scales;
chapter 98, Whole tone patterns and interpolations.

2.3.2 ENDOPHYTE COMPOSITION
In 1991 Lateef audited a biology class at the University of Massachusetts, and as a result
he developed the compositional technique called “Endophyte composition”. Lateef mentions that
“Endophyte is something that lives inside of something else. Like, maybe in the stem of a plant
you’ll find entities that live there, and they move around. So, I’ve applied this concept to chordal

91

Ibid.

39

sounds, and I’m not talking about conventional chords. I’m talking about verticalities, whereas if
I had a verticality of, say, four notes vertically, and there was an interval of a minor second, a
minor third and a perfect fourth, I would say that, after stating this chord, that any one of the
notes could move, only those three intervals, could move. Maybe the bass note could move a
minor second, and then a minor third, and then a perfect fourth at any rhythm, but only those
intervals that are in the vertical sonority, and all the notes can move at different times, which will
give you counterpoint, but they would only move in the specific intervals that you find there
vertically. Now, I call that “endophyte composition.”. He also affirms that the “Endophyte
composition” technique “gives me the absolute freedom to take the vertical intervals of a chord
and allow each note in the chord to move horizontally, each having its own rhythm, and each
note moves the intervallic distance of one of the intervals assigned to it, which are selected from
the group of vertical intervals”. 92
In Lateef’s Romance for harp and oboe d’amore, an example of endophytic composition
can be found. In the third movement of this piece, Lateef introduces the chords on measures 23
(Ab-Fb-Cb-Bb), and 24 (G-Db-Cb-Fb). The entire movement is based on those chords, and a
good example to see how he unfolds a melody from the chords can be seen between measures
23-36.

92

Lateef and Boyd, 114.
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Figure 13: “Romance for Harp and Oboe d’amore”, mm. 23-36.

Hybrid Endophyte composition happens “if all or any of the notes are assigned to move
intervals that are not in the vertical intervals of the chords.” 93

93

Lateef and Boyd, 114.

41

2.3.3 INTERVALLIC COMPOSITIONS
Lateef developed a way of composing with interval-based harmonies, choosing intervals
and composing by alternating those intervals. About using interval patterns as a compositional
tool, Lateef says that “In school, they teach us intervals in order to sight sing or to take dictation,
but no teacher ever said to me: ‘Use particular kinds of intervals to write melodies, play
melodies.’ And that’s what I’m beginning to realize, that no matter what melody you have it is
composed of intervals, but when you restrict a linear line to particular elements, particular
intervals, it becomes unique because of intervocality, if you will. If you write a melody with all
the intervals, it really has no definition.” 94
Lateef would choose preferred intervals based on the possibilities that would come from
its symmetry of inversions. “The idea of using some, all, or some parts of the six intervals
pervaded my thinking at this time. The intervals I’m referring to are minor seconds, major
seconds, minor thirds, major thirds, perfect fourth and augmented fourth, as well as their
inversions. I found the particular utilization of intervals yielded a variety of lucid sound
formations.” 95
About intervallic compositions, expressiveness, pedagogy, and autophysiopsychic music,
Lateef affirms: “I believe that a poised application of certain intervals gives a distinctiveness to
one’s expressions of autophysiopsychic music. To enhance this process, I wrote compositional
lesson plans based on particular intervals for in-class performance for my students at the
colleges.” 96
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Lateef, Yusef. 2010. Interviewed by Reuben Jackson. June 21, 2000. Transcript. Archives Center, National
Museum of American History, Smithsonian Institution, 31.
95
Lateef and Boyd, 146.
96
Ibid
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Figure 14: “Repository of Scales and Melodic Patterns”, chapter 109, Irregular intervals.

2.3.4. SYNCRETIC COMPOSITION

Syncretic composition is a collaborative idea that Lateef would apply in his classes. His
student Terran Olson explained what the classes were like: “You and I would write a melody
independently, and just play them both simultaneously. The result you’d come up with would
also imply the possibility of a development, whether the intervals there, or the pitches that are
there, or the pitches that are absent. So, you start with two separate things, and you can take a
look and find what are the commonalities and contrasts and use that to develop”.
Lateef created the method with Adam Rudolph. About the process, Lateef says that
“Syncretic composition would be a composition that Adam and I wrote together, and the, the
process goes like this. We would designate how many measures the theme would be, let’s say
43

thirty measures, and we’d designate the tempo, the time signature, say it’s in 4/4, and that’s
quarter note equals 116, and then...that was for twelve instruments. So, for example, I would
write for the cello, the vibraphone, the flute, and trumpet and bass; and then, Adam would write
for the trumpet player, uh the harp, and other percussionists, for the same amount of measures.
So, I wouldn’t know what he was going to write, and he wouldn’t know what I was going to
write, and then we’d come together and play the composition. Some of those compositions that
you see composed by both of us, that’s the way we went about it. That’s called “syncretic
composition,” and that’s a different approach to writing, and you’ll come up with some very
interesting things. Another process is chaos theory that’s in the air. I’ve been utilizing the chaos
theory in music composition. As one thinker puts it, ‘Chaos is not really chaos, it’s just a
different, complex order.’ So, what I do is create complex orders of composition for the
instruments.” 97
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Lateef, Yusef. 2010. Interviewed by Reuben Jackson. June 21, 2000. Transcript. Archives Center, National
Museum of American History, Smithsonian Institution, 62.
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CHAPTER 3: OBOE PERFORMANCE
When Lateef’s first music teacher, John Cabrera, advised him to play the oboe while
studying at Miller High School, he said “no”. However, Lateef affirms that “he must have
planted a seed because years later I would add the oboe to my collection and popularize it on
several recordings.” 98 He started playing the oboe almost ten years later, in the early 1950’s 99,
having lessons with Ronald Odmark, oboe player for the Detroit Symphony Orchestra. A
complete catalog of his recordings in which he plays the oboe is listed in Appendix A.
Paul Sherman, who recorded the oboe and English horn part for the “GO Organic
Orchestra” in Lateef and Rudolph’s album In the Garden, mentions: “I did have a few
conversations about style, performance, and oboe. I made his reeds for the last few years of his
life. He wanted something light and balanced so he could sound good without needing to play
with much back pressure. When I was working with him out here for the recording with the “GO
Organic Orchestra”, he actually never played oboe. He only played saxophone for this. He was
kind of shy about his oboe playing. He just didn't feel like his chops were that good. He played
oboe, but he kind of thought of himself as a doubler, and he did all kinds of instruments along
with his composition. So, you know, in other situations, he would pick an oboe and play. He did
play a little bit, because he just wanted to try my horn and try out some of my reeds, and things
like that. But in that performance, he was really kind of sticking to saxophone and flute. I think
he played flute on that show, too. So, as an oboe performer, I know his oboe playing from his
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Lateef and Boyd, 17.
Lateef, Yusef. 2010. Interviewed by Reuben Jackson. June 21, 2000. Transcript. Archives Center, National
Museum of American History, Smithsonian Institution, 13.
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recordings more than I do in person, except the little bit that we did during breaks and such when
we were just kind of hanging out.” 100
Lateef didn’t play the oboe for a few years, probably from sometime around 1980’s until
the 1990’s. Adam Rudolph mentions that he would sometimes bring the shehnai to their sessions.
He also mentions that oboist Batya Sobel 101, assisted him to get back into playing the oboe.
Rudolph says “I started working with Yusef in 1988. And it was not long after he came back
from Nigeria. I don't know if he didn't have an oboe, he was actually playing some soprano
saxophone at that time, too. And he was playing the shehnai. So, he would bring the shehnai
sometimes with him on tour. I'm not sure I ever asked him about the oboe, or if he just said he
didn't have one anymore, but I think maybe he didn't even have one, and I'm not sure why. But
then, all of a sudden, he had his oboe again, you know? And he said too that Batya Sobel helped
him find an oboe again, whenever that was in the ‘90s or 2000s, maybe. So, I don't really know
why he stopped playing the oboe, but I don't think he had one for a while. By the time he started
bringing the oboe again, he and I were mostly playing duet concerts. And I don't know if he
played it in other contexts or not, but he started bringing it in. In fact, the last concert we did
together, and maybe the last concert he did, was the summer of 2013. We did a concert, and he
played some oboe in that concert. I think that might have been the last concert that he was a
leader. I know he came and played some pieces with my “GO Organic Orchestra” after that, but
that was the last concert that was really his concert.” 102
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Complete interview featured in Appendix C.
Lateef dedicated to her the Romance for Harp and Oboe D’amore, in 1991.
102
Complete interview featured in Appendix C.
101
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3.1 APPLYING LATEEF’S METHODS INTO OBOE PRACTICE
There are numerous reasons why Yusef Lateef’s music and method books are suitable for
oboe performance and pedagogy. He writes in a range that works well for oboe players of many
different levels. Even the solos he published specifically for flute rarely use the extreme upper
register that would make them prohibitive for an oboe student. Generally, his writing lies
comfortably under the fingers of an oboe player. This may be due to the fact that the fingering
systems for saxophone, flute and oboe have many similarities. In addition, unlike music from
earlier eras of music history, there are a comprehensive number of primary sources in the form of
books, audio and video recordings of Lateef’s works. Lateef’s methods are organized in a way
that resembles standard oboe methods, such as the Barret method, one of the most universally
used oboe method books. Lateef’s methods truly expand the possibilities for oboe playing
beyond other standard methods, however. They include nontraditional scales and intervals, as
well as atonal frameworks useful for performing a wide variety of contemporary repertoire. They
also provide a comprehensive approach to improvisation for the oboist. These improvisational
skills should no longer be limited to other wind instruments. But perhaps the cause for this
limitation has been that oboe teachers have not known that an organized, practical approach such
as Lateef’s was available.
Lateef through his writings and recordings has left us oboe players with a concrete
methodology for exploring a broader musical language. Barret helps us understand how to play a
musical style specific to 19th century Europe. Lateef broadens our perspective, bringing us into a
global, 21st century musical landscape.
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3.2 PEDAGOGICAL CONCEPTS
When asked about which advice he would give to a young music student, Lateef affirms
that: “My advice to the young musician is to get a thorough education in music academically.
For example, he should go to college if possible where he can major in a number of music
curriculums. He should be able to improvise, to analyze music, that is its form and structure. He
should know a lot about history of music and he should be prepared to teach music. On the other
hand, there are things that aren’t learned in college. He should acquire for example, a workshop
where musicians learn to improvise. He should get in an atmosphere where this is going on and
expose himself to it so he can learn in what I call the ‘university of life’. He should get both,
learning outside the school and learning in the school.” 103
Lateef mentions the importance of a pluricultural approach to pedagogy in his
autobiography. He affirms that “there’s much to learn from all cultures. For me, learning is a
thrill. Whatever I do today is the whole continuum of my experience. Even so, in a sense I am a
forerunner if what they call ‘world music’ but I didn’t realize that back in 1955. I was just trying
to enhance my music as best as I could. I still am. It was never my intention to be an ‘authentic’
Indian or African musician. My objective was to glean what I could from other pedagogies and
apply it in my own way. I see the tradition of autophysiopsychic music as trying to sound like
yourself. If you lose sight of this individual voice, you lose the tradition.” 104

103
104

Lateef and Heath, 17.
Lateef and Boyd, 176.
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3.3 LESSON PLANS

This chapter will introduce some suggestions about how to apply sections of Lateef’s
method into oboe lessons. The intention of this document is to present Lateef’s books as
complementary material that can be used in addition to methods that are already widely applied
in oboe teaching, such as the Barret or Ferling oboe methods.
For example, when one compares one of the articulation exercises from the “Barret Oboe
Method (A Complete Method for the Oboe)” and the Banshiki-Cho melody, from Lateef’s
“Repository of Scales and Melodic Patterns,” one finds similarities. Both include at least three
different articulations that can be perfected by the student. The Barret exercise introduces slur
notes, accented notes, staccato notes; Lateef’s example introduces slur notes, tenuto, and staccato
notes.

Figure 15: “Barret Oboe Method (A Complete Method for the Oboe)”, pg. 54, “short
exercises in which the different articulations used in the preceding lessons are introduced.”
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Figure 16: “Repository of Scales and Melodic Patterns”, chapter 45, Japanese scale
patterns, Banshiki-Cho.
In Barret’s method a series of articulation studies is followed by a series of melodic
studies. Likewise, Lateef, in addition to providing scale patterns in different registers with
different articulation patterns, also provides melodies that help the student understand the use of
the scale pattern within a musical framework.
In 1950, Eugène Bozza 105 published his 18 Études pour Hautbois, a book widely used by
oboe players, in which he often paraphrases orchestral excerpts for oboe. The second study of the
book is based on Ravel’s Daphnis et Chloé.

105

Eugène Bozza (1905-1991), prolific composer, known for his chamber music for wind instruments, and violinist.
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Figure 17: Maurice Ravel’s Daphnis et Chloé, Suite No.2.

Figure 18: Eugène Bozza’s 18 Études pour Hautbois, number 2.

Lateef’s “Repository of Scales and Melodic Patterns” also provides oboe players with a
means to better understand and practice a composer’s style. One example of how he interacts
with the atonal repertoire is featured in sections 87 and 88 from the “Repository”. Lateef writes
interpolations based on Alban Berg’s Violin Concerto.
51

Figure 19: “Repository of Scales and Melodic Patterns”, chapter 87 and 88, tone row in
Alban Berg’s Violin Concerto and interpolations composed by Lateef.

Because Lateef explores so many contemporary compositional techniques, the exercises
he provides can help oboe players more easily perform contemporary repertoire. Antal Dorati’s
Cinq Pieces pour le hautbois is required in several oboe competitions 106. The third movement,
Fugue à trois voix, demands a high level of technical abilities and dexterity from the oboe player,
who is supposed to play the three voices of the fugue. In section 25 of the “Repository”, Lateef
writes an exercise on “quartal triads in diminished intervals”. The conclusion is that the interval
patterns that Lateef and Dorati use are the same, and the exercise written by Lateef is a beneficial
tool to oboe players who are studying Dorati’s piece.

106

The “12th International Oboe Competition of Japan 2018” and “The Muri Competition 2019” are some examples.
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Figure 20: Antal Dorati’s Cinq Pieces pour le hautbois, mov 3. Fugue à trois voix,
mm40-44.

Figure 21: “Repository of Scales and Melodic Patterns”, chapter 25, Quartal triads in
diminished intervals.
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The Ferling oboe method “48 Famous Studies for Oboe or Saxophone” presents fast and
slow études in every key. One example of a written improvisation can be found in Ferling’s
Étude number 17, measures 7-8. The composer writes the cadenza and the ornaments, in a
pedagogical form to teach students how to perform those free sections within the 19th Century
style. Lateef writes improvisations in the “Flute Book of the Blues”, teaching students the
improvisational style from the 20th Century Blues.

Figure 22: Ferling’s “48 Famous Studies for Oboe or Saxophone”, étude number 17
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Figure 23: “The Flute Book of the Blues”, no. 12, Moderate Bounce.

3.4 OTHER DOUBLE REED INSTRUMENTS USED BY YUSEF LATEEF

Throughout his career Lateef performed and recorded with many different instruments.
Besides the oboe, he played the following related double reed instruments. The complete listing
of Lateef’s recordings with double reed instruments is listed in Appendix A.
Shehnai: The shehnai is an Indian instrument which is similar, in its basic physical
characteristics (conical bore, double reed) to the oboe. This instrument, in all probability, was
imported into India from Central and West Asia. 107 The shehnai is associated with rituals and
worship, and is used in religious and temple ceremonies, especially in marriages. 108 In 1962,

107
108

Deva, The Double-Reed Aerophone in India, 5.
Erdman, History of the Shehnai, 20.
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Yusef Lateef was on tour with Cannonball Adderley, and at the occasion they performed in
Belgium, where he met a pianist from India who introduced him to the instrument. About this
interaction Lateef wrote in his autobiography: “It has seven holes and no keys, and it’s very
similar to the royal double reed instrument from Nigeria called the ‘algaita’. Later, when he (the
pianist) returned to India, he kept his promise and sent me one, along with background
information”. 109

Figure 24: Shehnai, by David Courtney for the chandrakantha.com website.

Arghul: “a traditional Egyptian and Palestinian wind instrument made with two singlereed pipes: the shorter one is used for melody and the longer one for droning”. 110 Yusef Lateef

109
110

Lateef and Boyd, 85.
Farraj and Shumays, Inside Arabic Music: Arabic maqam performance and theory in the 20th century, 419.
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found his arghul on the Eastern market in Detroit, one of the city’s landmark shopping districts
with a variety of ethnic items, in a Syrian spice store. 111

Figure 25: Arghul, by Rogers Fund for the MET website

Algaita: double reed instrument from West Africa, traditionally used “in the court
ensembles of the Emirates of Niger, Northern Nigeria, and Cameroun, together with trumpets
and drums. The body is a wooden cylinder, either carved, or burnt out with a heated iron rod, or
both. There are four fingerholes, one near the proximal end of the body, where the staple is
inserted, and three others lower down. A ventral thumbhole is occasionally found, when it is
situated at the level of the first fingerhole. The bell is carved from a separate piece of wood and
fixed to the body with resin and strips of hide. It has a characteristic ‘bottle shaped’ profile; that
is, from being conical initially, it becomes virtually cylindrical. The staple, made of folded tin, is
extremely long, and a large free pirouette is situated just below the reed”. 112 Lateef played the
algaita in his albums In Nigeria (1983) and The African American Epic Suite (1994).

111

Lateef, Yusef. 2010. Interviewed by Reuben Jackson. June 21, 2000. Transcript. Archives Center, National
Museum of American History, Smithsonian Institution, 14.
112
Picken, Musica Asiatica: Volume 4. 178.
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Figure 26: Algaita, Canadian Museum of History website
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CHAPTER 4: CONCLUSION

This document has demonstrated that Yusef Lateef’s concept of autophysiopsychic music
can be successfully applied to oboe performance. Lateef’s books provide a concise method for
expanding the possibilities for oboe playing. They feature nontraditional scales and intervals, as
well as atonal frameworks useful for performing a wide variety of contemporary repertoire. The
methods also provide a comprehensive approach to improvisation for the oboist.
Lateef, through his writings and recordings, has left oboe players with a concrete
methodology for exploring a broader musical language. He wrote and performed solos for the
instrument in a great variety of styles- blues, funk, new age, atonal and classical, to mention a
few of them.
It is observed that oboists sometimes find that the oboe repertoire (compared to violin,
piano, or flute) is neglected by composers. This document presents a composer whom the oboe
community currently neglects, either because of classical elitism or lack of literature that informs
the oboe community about Lateef’s work. The research proves, however, through his recordings
and publications, that he is possibly one of the most significant composers for the oboe of the last
century. Yusef was far ahead, in thinking and removing barriers. Quoting Ralph Miles Jones 113,
“Yusef always took us to the door of discovery, and opened the door. And, you go in at your own
peril, as you choose. I told him I had a dream once, and I said, ‘you were on a path, and you were
holding the light’. And Yusef said ‘I was holding the light so you wouldn't stumble in the dark.’”

113

Complete interview featured in Appendix C.
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APPENDIX A: CATALOG OF COMPOSITIONS FEATURING YUSEF LATEEF PLAYING
THE OBOE, ARGHUL, SHENAI AND ALGAITA
The following catalog is organized chronologically. The numbers represent the year,
month and day in which the track was recorded. 114

SAMPLE ENTRY
00-0000
“Track Title.” Album Title. Date of recording. Record Label (Issue #). Year of
record issue, if known. Studio where recorded, location of studio. Type of composition.
Instrument employed.

Albums by Yusef Lateef
57-0409

“Metaphor”. Jazz Mood. Savoy Records (MG 12103). 1957. Van Gelden Studio,
Hackensack New Jersey. Original composition. Arghul.

57-1009

“Seulb”. Jazz and the Sounds of Nature. Savoy Records (MG 12120). 1958. Van

Gelden Studio, Hackensack New Jersey. Composed by Wilbur Harden. Indian reed whistle.
57-1011

“Meditation”. Sounds of Yusef. Prestige Records (PRLP 7122). 1958. Van Gelden

Studio, Hackensack New Jersey. Original composition. Arghul.
57-1011

“Anastasia”. Other Sounds. New Jazz (NJLP 8218). 1959. Van Gelden Studio,

Hackensack New Jersey. Composed by Alfred Newman. Arghul.
58-0408

“Brazil”. Lateef at Cranbrook. Argo Records (LP 634). 1958. Cranbrook

Academy of Art, Detroit. Composed by Ary Barroso. Arghul.

114

The present catalog was concluded in April 2022. More recordings featuring Yusef Lateef playing the mentioned
double reed instruments might resurface after the present date, following the advance of further research on Lateef’s
music.

60

59-0611

“Oboe Blues”. The Dreamer. Savoy Records (MG 12139). 1959. Hackensack,

New Jersey. Original composition. Oboe.
59-1016

“Cry! Tender”. Cry! Tender. New Jazz (NJLP 8234).1960. Englewood Cliffs,

New Jersey. Original composition. Oboe.
59-1016

“The Snow is Green”. Cry! Tender. New Jazz (NJLP 8234).1960. Englewood

Cliffs, New Jersey. Original composition. Arghul.
59-1016

“Yesterdays”. Cry! Tender. New Jazz (NJLP 8234).1960. Englewood Cliffs, New

Jersey. Composed by Otto Harbach, Jerome Kern. Oboe.
59-1016

“Sea Breeze”. Cry! Tender. New Jazz (NJLP 8234).1960. Englewood Cliffs, New

Jersey. Composed by Larry Douglas, Fred Norman, Rommie Bearden. Oboe.
60-0509

“Salt Water Blues”. The Three Faces of Yusef Lateef. Riverside Records (RLP

325). 1960. Reeves Sound Studio, NYC. Original composition. Oboe
60-0509

“I’m just a lucky so and so”. The Three Faces of Yusef Lateef. Riverside Records

(RLP 325). 1960. Reeves Sound Studio, NYC. Original composition. Oboe
60-1004-06

“Ev’ry Day (I Fall in Love)”. The Centaur and the Phoenix. Riverside Records

(RLP337). 1960. Plaza Sound Studios, NYC. Composed by Sammy Fain, Irving Kaha. Oboe.
60-1004-06

“Iqbal”. The Centaur and the Phoenix. Riverside Records (RLP337). 1960. Plaza

Sound Studios, NYC. Original composition. Oboe.
61-0905

“Love Theme from “Spartacus”. Eastern Sounds. Moodsville Records (MVLP

22). 1962. Van Gelder Studios, Englewood Cliffs, New Jersey. Composed by Alex North. Oboe.

61

61-0905

“Blues for the Orient”. Eastern Sounds. Moodsville Records (MVLP 22). 1962.

Van Gelder Studios, Englewood Cliffs, New Jersey. Original composition. Oboe.
61-1229

“Rasheed”. Into Something. New Jazz (NJLP 8272). 1962. Van Gelder Studios,

Englewood Cliffs, New Jersey. Original composition. Oboe.
63-1219

“India”. Jazz “Round the World. December 19, 1963. Impulse! (A-56). 1964. Van

Gelder Studio, Englewood Cliffs, New Jersey. Original composition. Shenai.
64-0629

“See See Rider”. Live at Pep’s. Impulse! (A-69). 1965. Pep’s Lounge,

Philadelphia. Composed by Ma Rainey. Oboe
64-0629

“Sister Mamie”. Live at Pep’s. Impulse! (A-69). 1965. Pep’s Lounge,

Philadelphia. Original composition. Shehnai.
64-0629

“The Magnolia Triangle”. Live at Pep’s. Impulse! (A-69). 1965. Pep’s Lounge,

Philadelphia. Composed by James Black. Oboe.
65-0224

“1984”. 1984. Impulse! (AS-84). 1965. Van Gelder Studio, Englewood Cliffs,

New Jersey. Original composition. Shenai.
65-0224

“Try Love”. 1984. Impulse! (AS-84). 1965. Van Gelder Studio, Englewood

Cliffs, New Jersey. Original composition. Oboe.
66-0308

“Feather Comfort”. A Flat, G Flat and C. Impulse! (A-9117). 1966. Van Gelder

Studio, Englewood Cliffs, New Jersey. Original composition. Oboe.
66-0616

“Exactly Like You”. The Golden Flute. Impulse! (AS-9125). 1966. Van Gelder

Studio, Englewood Cliffs, New Jersey. Original composition. Oboe.
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67-0601

“In the Evening”. The Complete Yusef Lateef. Atlantic Records (SD 1499). 1968.

NYC. Composed by Leroy Carr and Don Raye. Oboe.
68-0423

“Back Home”. The Blue Yusef Lateef. Atlantic Records (SD 1508). 1968. RCA

Studios, NYC. Original composition. Shehnai.
70-0406

“Buddy and Lou”. Suite 16. Atlantic Records (SD 1563). 1970. Regent Sound

Studios, NYC. Original composition. Oboe.
70-0406

“When a man loves a woman”. Suite 16. Atlantic Records (SD 1563). 1970.

Regent Sound Studios, NYC. Composed by Calvin Lewis and Andrew Wright. Oboe.
70-0406

“Hey Jude”. Gentle Giant. Atlantic Records (SD 1602). 1972. Regent Sound

Studios, NYC. John Lennon and Paul McCartney. Oboe.
72-0925

“Prayer”. Hush N’ Thunder. Atlantic Records (SD 1635). 1972. Atlantic Studios,

NYC. Composed by Kenny Barron. Shehnai.
76-0307

“Hellbound”. The Doctor is In…and Out. Atlantic Records (SD 1685). 1976.

Regent Sound Studios, NYC. Composed by Kenny Barron. Oboe.
77-1021

“Sister Mamie 115”. Autophysiopsychic. CTI (CTI 7082). 1977. Electric Lady

Studios, NYC. Original composition. Shehnai.
83-0719

“Lalit (Lover’s Separation)”. In Nigeria. 1983. Landmark Records (LLP 502).

EMI studios, Lagos, Nigeria. Original composition. Algaita.
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This version includes a vocal part, different than the version recorded for the album Live at Pep’s.
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87-0600

“First Movement: Larghissimo”. Yusef Lateef’s Little Symphony 116. Atlantic

Records (8157-1).1987. Moonstar Media, Shutesbury, Massachusetts. Original composition.
Shehnai.
90-0200

“No, 11”. Meditations. Atlantic Records (82093-2). 1990. Moonstar Media,

Shutesbury, Massachusetts. Original composition. Shehnai.
93-1025

“2nd Movement: Transmutation”. African America Epic Suite. 1996. Act Music +

Vision (Act 9214). WDR Cologne Sound, Cologne, Germany. Original composition. Algaita and
shehnai.
93-0700

“In this House”. Woodwinds. 1993. YAL Records. Moonstar Media, Shutesbury,

Massachusetts. Compositions by Yusef Lateef and Ralph M. Jones. Shehnai.
95-0616

“Ourobouros” The World at Peace: Music for 12 Musicians. 1997. YAL Records

(YAL 753)/ META. The Jazz Bakery, Los Angeles, CA. Compositions by Yusef Lateef and
Adam Rudolph. Shehnai.
99-0215

“Live in Seattle”. Live in Seattle. 1999. YAL Records (YAL 229). Waugh’s,

Amherst, Massachusetts. Compositions by Yusef Lateef and Adam Rudolph. Shehnai.
99-0215

“Kampong”. Live in Seattle. 1999. YAL Records (YAL 229). Waugh’s, Amherst,

Massachusetts. Compositions by Yusef Lateef and Adam Rudolph. Shehnai.
00-0226

“Within Yourself”. Beyond the Sky. 2000. YAL/META. Water Music Studios,

New Jersey. Composition by Yusef Lateef and Adam Rudolph. Shehnai.
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Yusef Lateef's Little Symphony earned Lateef the Grammy Award for Best New Age Album despite having no
prior association with the genre.
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03-0302

“Little Tree”. In the Garden 117. 2003. YAL/META. Electric Lodge, Venice, CA.

Compositions by Yusef Lateef and Adam Rudolph. Shehnai.
08-0800

“Voice Prints”. Voice Prints, by Yusef Lateef, Adam Rudolph, Douglas R. Ewart,

Roscoe Mitchell. Meta Records (MME 0027). 2013. Live at the Walker Arts Center,
Minneapolis, MN, December 2008, mix and mastering at Orange Music Sound Studio, New
Jersey. Spontaneous composition. Oboe.
10-0828

“I’m Grateful”. I’m Grateful. 2010.YAL Records (YAL 110). Recorded and

produced by Matt Waugh at Waugh’s. Original composition. Oboe.
Albums by/with Other Artists
60-0517

“Soulnik”. Soulnik by Doug Watkins. New Jazz (NJLP 8238). 1960. Englewood

Cliffs, New Jersey. Composed by Yusef Lateef. Oboe.
60-0915

“Night After Night”. That’s Right, by Nat Adderley. Riverside Records (RLP

9330). 1960. Plaza Sound Studios, NYC. Composed by Joe Bailey. Oboe.
60-1119

“Brother Terry”. Color Changes, by Clark Terry. Candid (CJM 8009). 1961. Nola

Penthouse Sound Studios, NYC. Composed by Yusef Lateef. Oboe.
60-1119

“Nahstye Blues”. Color Changes, by Clark Terry. Candid (CJM 8009). 1961.

Nola Penthouse Sound Studios, NYC. Composed by Clark Terry. Oboe.
60-1201

“Lazy Afternoon”. My Kinda Swing, by Ernestine Anderson Mercury. 1961.

NYC. Composed by by Jerome Moross and John La Touche. Oboe.
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Oboist Paul Sherman is featured playing the oboe part for the album. Solo part featured in the track “Formative
Impulses part 2- Rain.”
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62-0112

“Syn-anthesia”. The Cannonball Adderley Sextet in New York, by Cannonball

Adderley. Riverside Records (RLP 9404). 1962. Village Vanguard, NYC. Composed by Yusef
Lateef. Oboe.
62-0124

“Love, The Mystery Of”. The African Beat, by Art Blakey and The Afro-drum

Ensemble. Blue Note Records (BST 84097). 1962. Van Gelder Studios, Englewood Cliffs, New
Jersey. Composed by Guy Warren. Oboe.
62-0300

“Passage of Surrealistic Time with Disorientations”. Tracks in the Sand: Original

Motion Picture Soundtrack, orchestral direction by Seiji Ozawa. Access/ Virgin Jazz (31027).
RKO Pathe Studios, NYC. Composed by Charles Mills. Oboe.
62-0300

“Tracks in the Sand 2”. Tracks in the Sand: Original Motion Picture Soundtrack,

orchestral direction by Seiji Ozawa. Access/ Virgin Jazz (31027). RKO Pathe Studios, NYC.
Composed by Charles Mills. Oboe.
62-0317

“Primitivo”. New York City’62 by Cannonball Adderley. Magnetic Records

(MRCD 133).1962. Birdland, NYC. Composed by Julian “Cannonball” Adderley. Oboe
62-0805

“Trouble in Mind”. Cannonball in Europe! By Cannonball Adderley. Riverside

Records (RM 499). 1963. Antwerp Jazz Festival Comblain-la-Tour, Belgium. Composed by
Richard M. Jones. Oboe.
63-0715

“Brother John”. Nippon Soul, by Cannonball Adderley. Riverside Records (RLP

477). 1964. Sankey Hall, Tokyo. Composed by Yusef Lateef. Oboe.
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64-1008

“Ngomba Ya Tempo (Elephant Dance)”. Afro-Soul/ Drum Orgy, by A.K. Salim.

Prestige Records (PR 7379). 1964. Van Gelder Studios, Englewood Cliffs, New Jersey.
Composed by A.K. Salim. Arghul.
71-0504

“The Lovers”. Invitation to Openness, by Les McCann. Atlantic Records (SD

1603). 1972. Atlantic Studios, NYC. Composed by Les McCann. Oboe.
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APPENDIX B: CATALOG OF YUSEF LATEEF’S WRITTEN COMPOSITIONS
FEATURING THE OBOE
The following catalog is organized chronologically. The numbers represent the year the
piece was published, followed by the orchestration. All works are published by FANA music.
SAMPLE ENTRY
0000

“Name of the piece”. Instruments employed.

1981

“Symphony No. 1, Tahira.” 2 Flutes; 2 Oboes; 2 Bb Clarinets; 2 Bassoons; 4
Horns; 2 Trumpets; 3 Trombones; Tuba; Percussion: Cymbal, Triangle, Snare
Drum, Bass Drum, Chimes; Timpani; Violin I, Violin II; Viola; Cello; Bass.

1981

“Symphony No. 2.” 2 Flutes; 2 Oboes; 2 Bb Clarinets, Bass Clarinet; 2 Bassoons;
4 Horns; 4 Trumpets; 3 Trombones; Tuba; Percussion: Tubular Bells, Small
Gong, Tambourine, Temple Blocks, Snare Drum; Timpani; Violin I, Violin II;
Viola; Cello; Bass; Celesta; Small ad lib ensemble: woodwinds, percussion,
trumpet.

0000

“Symphony No. 3, I’m Grateful.” Flute; Oboe; Bb Clarinet; Bassoon; 4 Horns; 2
Trumpets; Flugelhorn; 3 Trombones; Tuba; Percussion: Small Gong,
Tambourines, Claves, Snare Drum; Timpani; Violin I, Violin II; Viola; Cello;
Bass.
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0000

“Symphony No. 4, Ayesha.” Flute; Oboe; 2 Bb Clarinet; Bass Clarinet; 2
Bassoons; 4 Horns; 2 Trumpets; 2 Trombones; Tuba; Percussion: Chimes,
Tambourines; Timpani; Violin I, Violin II; Viola; Cello; Bass.

1988

“Woodwind Quintet”. Flute, Oboe, Bb Clarinet, Bassoon, French Horn.

1989

“Quartet: 2 Reeds,Trombone and Double Bass.” Reed 1: Oboe/English horn;
Reed 2: Soprano sax, Alto sax, Tenor sax, Baritone sax, Clarinet in Bb, Bass
clarinet; Trombone/Euphonium; Bass.

1993

“African American Epic Suite” for Quintet and Orchestra. Flute; Oboe; Bb
Clarinet, Bass Clarinet; Bassoon, Contrabassoon; 4 Horns; 4 Trumpets; 3
Trombones; Tuba; Percussion: Tambourines, Snare Drum, Glockenspiel,
Crotales, Tenor Drum, Tam-tam, Temple Blocks, Chimes, Cymbal, Triangle;
Timpani; Violin I, Violin II; Viola; Cello; Bass.

1999

“Romance for Harp & Oboe d'Amore or Harp & Soprano Saxophone.” Oboe
d’Amore and Harp, or, Soprano saxophone and harp.

2002

“Piano Concerto No. 1.” Flute 1, 2; Oboe 1, 2; Clarinet 1, 2 in Bb (2 doubling
bass clarinet); Bassoon 1,2; Horn in F 1, 2, 3, 4; Trumpet in Bb l, 2, 3, 4;
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Trombone 1, 2; Tuba; Timpani; Percussion: Gong, Temple Blocks, Tubular Bells,
Snare, Vibraphone, Woodblock, Triangle, Tambourine; Harp; Solo Piano; Violin
I, Violin II; Viola; Cello; Bass.

2011

“Another Avenue, an opera.” Flute, Oboe, Clarinet in Bb, Bassoon, Horn,
Trumpet, Flugelhorn, Tuba, Piano, Soprano Voice, Tenor Voice, Violin I, Violin
II, Viola, Cello, Bass.

70

APPENDIX C: BIOGRAPHY OF THE INTERVIEWEES

Terran Olson
Terran Olson has recorded and toured internationally with Kayo Dot and Tartar Lamb 2, wrote
and produced Vesper Moth's debut album, and appears on records by Autumn Tears, Baliset,
Mairin, and maudlin of the Well. He has collaborated as a musician for original dance works by
Janet Collard, Sonsherée Giles, and Sebastian Grubb, and his compositions for chamber ensembles
have been performed in New York and southern California as well as the San Francisco Bay Area.
Olson earned his BA in Music from Hampshire College. He received both his MA in Composition
and his MFA in Electronic Music and Recording Media from Mills College, and studied with
Yusef Lateef, Fred Frith, Alvin Curran, Annie Gosfield, Anne LeBaron, and Chris Brown. Other
live performances of compositions by Olson include “Eight Salts,” which has been performed in
excerpt by the Quartet San Francisco and in its entirety by the Ives Quartet.

Dr. Paul Sherman
Dr. Paul J. Sherman is a multifaceted musician with a varied career as a conductor, oboist and
musicologist. He performs on both modern and baroque period instruments performing with many
different musical branches including jazz, classical and early music. His doctorate is in oboe
performance with minors in conducting, early music and music history from USC. While there he
was honored as the university’s top wind graduate. Dr. Sherman has been on the faculty of USC
as Instructor of Early Music and Director, at Chapman University as Director of the Wind
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Symphony and Coordinator of winds and brass, and at College of the Canyons as Director of the
Symphony of the Canyons. He is currently on faculty at Glendale College where he heads music
history, conducts the Symphony of the Verdugos and leads the world music ensembles. As a
performer he has appeared with the LA. Chamber Orchestra, Los Angeles Philharmonic, LA
Master Chorale, Santa Barbara Chamber Orchestra, Santa Barbara Opera, Southwest Chamber
Music, Santa Fe Pro Musica, Brad Dutz 4tet, and Music Angelica among many others.

Adam Rudolph
Adam Rudolph. For the past four decades composer, improviser and percussionist Adam Rudolph
has performed extensively in concert throughout North & South America, Europe, Africa, and
Asia. Rudolph has been hailed as "a pioneer in world music" by the NY Times and "a master
percussionist" by Musician magazine. He has released over 25 recordings under his own name,
featuring his compositions and percussion work. Rudolph composes for his ensembles Adam
Rudolph's Moving Pictures, Hu: Vibrational percussion group, and Go: Organic Orchestra, an 18
to 54-piece group for which he has developed an original music notation and conducting system.
He has taught and conducted hundreds of musicians worldwide in the Go: Organic Orchestra
concept. In 1995 Rudolph premiered his opera The Dreamer, based on the text of Friedreich
Nietzsche's "The Birth of Tragedy".
Rudolph has performed with Don Cherry, Jon Hassell, Sam Rivers, Pharaoh Sanders, L. Shankar,
A.A.C.M co-founders Fred Anderson and Muhal Richard Abrams, Wadada Leo Smith, and Omar
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Sosa. He has toured extensively and recorded 15 albums with Yusef Lateef including duets and
their large ensemble compositional collaborations.
Born in 1955, Rudolph grew up in the Hyde Park area of the Southside of Chicago. From an early
age he was exposed to the live music performances of the great blues and improvising artists who
lived nearby. As a teenager, Rudolph started playing hand drums in local streets and parks and
soon apprenticed with elders of African American improvised music. He performed regularly in
Chicago with Fred Anderson and in Detroit with the Contemporary Jazz Quintet. In 1973 Rudolph
played on his first record date with Maulawi Nururdin and with the CJQ at the Ann Arbor Blues
and Jazz festival.

Ralph Miles Jones
Ralph Miles Jones. Aerophonist, Composer, Educator, Ralph was born, raised and mentored in
the musical womb of Detroit. He has been active as a performing artist in the African American
Improvisational Tradition for over 30 years. As an internationally recognized artist, he has toured
performed and recorded the globe with Dr. Yusef Lateef, Pharaoh Sanders, Wadada Leo Smith,
The MC5, Kenn Cox, and Adam Rudolph’s Moving Pictures, Go Organic Orchestra, and his
ensemble Seekers of Truth Revolutionary Ensemble (SOTRE) among other stellar artists. He was
a featured soloist in the world premieres of Yusef Lateef’s African American Epic Suite for Quintet
and Orchestra with the WDR Radio Orchestra of Koln, and the Atlanta and Detroit Symphonies.
His most recent releases are “Woodwinds” with Yusef Lateef, “Ye-Yi” with Adam Rudolph and
the Karuna Ensemble. Ralph earned his Master’s degree in African American Studies and his B.A.
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in Ethnomusicology both from UCLA. He taught 5 years at Oberlin College and four years at
Spelman College. Ralph also taught musical concepts and performance in Rio De Janeiro, Brazil.
Ralph composed original music for the award-winning documentary “Tell Me, Cuba.”
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APPENDIX D: INTERVIEWS
Interview with Terran Olson

Interviewer

Dr. Yusef Lateef composed chamber music, symphonies. However, it
seems like not a lot of classical musicians or jazz musicians are aware of
the variety of pieces he wrote.

Interviewee

Yes, actually I think a lot of that. Part of that I think it’s like, the
pigeonhole kind of thing, people sort of knowing him for one thing and
sort of assuming that’s it. But actually, I think that a lot has to do with
the fact that he started his own record label and self-released a lot of
things. And his own label didn’t have the same kind of distribution as
the Savoy, or Atlantic records for example. So, if you go to a record
store, and look him up, you’d see stuff he’s done in the 60’s but you
wouldn’t see things he’s done in the 80’s and 90’s, when he was selfreleasing. I think that has a lot to do with why people aren’t as familiar
with his other stuff.

Interviewer

Which classes did you take with him?

Interviewee

The one I took the most was just called “Performance Seminar”. He
talked for the first couple of sessions, but it was mostly just playing.
That was a course that could be repeated for credit, so I took for three
years. I also took one history class that it was pretty standard, textbook
music history class, and one composition class.

Interviewer

Lateef created the concept of autophysiopsychic music. Did he have a
specific methodology he would use to teach you some of his
techniques?

Interviewee

Early on he would have one session where he would go over what he
called the seventh scale, also mixolydian. He found the seventh scale
more appropriate to the style of Charlie Parker, Cannonball Adderley.
But he pretty clearly had gotten bored with tonal music years ago, and
he was really into exploring atonal music. And there would be a few
charts every semester that had changes, but most of the time it would be
a melody and atonal solos. Do you know much about his intervallic
approach?

Interviewer

From what I’ve read so far, I understand that he would choose a set of
intervals that he would use as a pattern for his compositions.
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Interviewee

Right. Do you know Giant Steps 118? I do think there was a sort of
lineage that he was around during that point, and in a lot of ways I feel
like there is this lineage starting with Schoenberg, going through
Stravinsky, Coltrane, and then Lateef. There’s sort of various ways of
structuring harmony outside the traditional functional harmony. If you
look at Giant Steps, harmonically it’s very much about the symmetry of
the major 3rd. It’s kind of simultaneously in B, and Eb and G. It’s
simultaneously in three different keys, at the same time, and that’s a
different type of harmonic relationship than what people are used to.
Yusef Lateef was very interested in using and exploring in particular
symmetrical intervals that can cleanly divide up the octave, but also just
using intervals rather than pitch sets as kind of a harmonic region, which
I don’t know of, or heard of anyone else do. It’s really compelling to
me, because it’s so audible. There are some serial pieces that I really
love, but my ears won’t follow the pitch set and notice when the 12th
pitch comes into place. However, if you hear a whole bunch of minor
thirds, that has a certain sound to it that you can recognize, even if you
don’t know the name for a minor third interval. And if you switch to
perfect fourths, that’s going to sound different, it will sound like you’re
in a different place. And he did show us these different patterns, for
using intervals to generate tone rows, so one I remember is: you pick
any pitch, go down a minor third, up a minor second, up a minor second
again, down a minor third, down a minor third again, up a minor second,
so you have these diminished triads, joined by two chromatic steps. The
thing is, if you keep doing that, start anywhere, any 12 consecutive
notes will form a tone row. Enharmonically, there are only 4 diminished
triads, so if you arpeggiate those triads in any order, that’ll also give you
a tone row. Not everything that he did was based on serialism, I think
that was just one interest that he had, but he definitely was very into
repeated intervals, and just sort of thinking about how different patterns
based on intervals would put together. The hexatonic scale was one he
used quite a lot.

Interviewer

I’ve read that he created his own way of creating counterpoint as well,
he called it “endophyte” composition, did he mention something about it
in class?

Interviewee

I’m not sure, I remember that he used the word “syncretic” for a certain
type of counterpoint, but maybe that’s a different thing. Syncretic
composition is a collaborative idea. You and I would write a melody
independently, and just play them both simultaneously. The result you’d
come up with would also imply the possibility of a development,
whether the intervals there, or the pitches that are there, or the pitches
that are absent. So, you start with two separate things and you can take a

118

Giant Steps is the fifth studio album by jazz musician John Coltrane as leader.
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look and find what are the commonalities and contrasts and use that to
develop.
Interviewer

Would he assign specific activities for you to develop musical writing in
a certain way?

Interviewee

For the Composition class, it’s long enough ago that I don’t recall the
specific assignments, but he was always very open ended and accepting
of whatever people wanted to do. For example, in Performance seminar,
anyone could bring their own piece to play, and sometimes people
would bring totally diatonic, modal pieces, nothing like the stuff he’d be
into, but he wouldn’t deny, and he would play the piece. I think I
remember exercises that we’d pick three intervals and write a piece on
that, the following week we’d use intervals that we did not use in the
previous exercise. We would do some collaborative exercises too, like
the syncretic composition.

Interviewer

Lateef talked about the definition of the term “autophysiopsychic” in his
interviews, but I still have a question for you. Did he address specific
things about the body (physio) itself, like body mapping, or when he
talks about the body is it more like something that it's mental,
intellectual activity, combined with the soul (psychic)?

Interviewee

I think it’s more the latter, just the sort of combination of all the
components and, also, I think that term also grew out of the fact that he
really strongly disliked both the term jazz and the term improvisation. I
think it was very much a generational thing, that those words had
different connotations to him growing up, then they had to most of the
students when I was studying with him. I think he experienced the term
jazz as being kind of condescending. Phrases like, “close enough for
jazz” and “all that jazz” and stuff like that, which I definitely don't think
that today it has the same kind of connotations. But, also, he grew up a
long time ago. And improvisation also, I think, what he objected to with
that is that the dictionary definition is “something that's done without
preparation”. And his point is, just because you don't decide in advance
which pitches or rhythms you're going to play, that doesn't mean you're
not preparing.
The “autophysiopsychic” term was partly a way that he felt it was more
accurate of what he and other musicians he was playing with were
doing. And also, broader than a specific style because even if you don't
object to the term jazz, he did a lot of stuff that you just wouldn't apply
that label to because it isn't of that style. I think that was his sort of, to a
large extent, claiming a word when he didn't like the other words that
were being used to refer to the practice of music. That’s what the
“autophysiopsychic” was. It was something that's spontaneous,
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something that just spontaneously happens, from your body, when
you're in a place, listening to other people. And there's a spontaneous
aspect to it, but it's also something that you have psychically prepared
for, by practicing your instrument, studying different intervals and
different scales, listening, and paying attention to what other people are
doing. So, it's this sort of culmination of a lot of different aspects,
including a lot of preparation, in addition to spontaneous elements.

Interviewer

Do you remember if he talked about the oboe or played the oboe in
some your classes?

Interviewee

In the classes I was in, he mostly played tenor sax, and flute, but he
definitely had various performances, where he played a lot of different
instruments. Clearly, he was just really interested in exploring different
textures and not wanting to be limited by whatever instruments were
conventional to a particular idiom. I definitely sort of see the branching
out of that as part of the same sort of curiosity, and wanting to explore
different things, that also caused him to have this interval based
harmonic approach.
He was just always very, very curious and it was really striking to me.
Being in class, you sort of would expect the 80-year-old college
professor to be the old fashioned stodgy one, but he just never hit a
thing where he was like: “Okay, I'm done. This is my thing”. He was
always just trying out different things, different instruments, different
harmonies. It was real inspiring to just see him continually throughout
his entire life just have this constant curiosity and desire to explore.

Interviewer

I'm finding it difficult to find a term to describe the music that he
composed for chamber music and symphony orchestras. I don't know if
I should call it classical music. Would he be opposed to the term?
Should I call it just autophysiopsychic music? But if I do that, how
would I differentiate that from his autophysiopsychic music that was not
printed?

Interviewee

I don't know if he would have considered the through composed work to
be autophysiopsychic, because I think that the autophysiopsychic has to
do with spontaneity and the performer deciding in the moment what to
play. I mean, of course, kind of philosophically, it's still the same thing,
so I don't think you would necessarily upset anyone for that. But I'm not
sure. I don’t know, music labels are so tricky and kind of arbitrary.
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Interviewer

Yes, I fear I might write “classical music” and that might be
misinterpreted as a different style other than his. But the term can be
used for composers that write in so many different styles anyways.

Interviewee

Yeah, I mean, classical, it could refer to Ives, it could refer to
Gubaidulina, it could refer to Philip Glass, and John Cage. So, I don't
think I'd have a problem referring to his chamber and orchestral works
as classical. People who haven't listened to it a lot, maybe think classical
is just the three B's, but anyone who's familiar with like, even 20th
century canon, I think, realizes that encompasses a lot of stuff. And if
you say that he wrote classical music, that doesn't mean he was writing
diatonic triadic, Haydn Symphony kind of stuff.

Interviewer

What do you feel was the most valuable thing you've learned from Dr.
Yusef Lateef?

Interviewee

The performance seminar was a really amazing experience. In that one,
he didn't really talk a whole lot, it was mostly just playing. Once we got
into the semester, usually he’d hand out a chart, and we'd play through
the chart, and then go around, and everyone would take a solo, person
by person, so everyone in class got their chance, including Yusef Lateef,
he would play too. It was very much a learn by doing kind of thing. And
noticing things like, a lot of time we'd start and there would often be
several drummers in the room, and it'd be this kind of hip-hop backbeat
a lot of times, and then he would count off the piece. And he probably
more often than not counted off the chart in a different tempo. And you
had to just sort of notice that, like, okay, there's this thing going on here.
And then like, this is where the quarter note is for, you know, the piece
we're going to read, and just sort of follow that and try to figure out how
to fit into that sort of polyrhythm.
And another thing I remember about that class, is that it took place at
8am on Monday mornings. And my entire time in Hampshire, I never
heard another class that started before 9am.This was literally the only
one that I've heard of, 8am on a Monday morning. And I never actually
asked about this, but I always assumed that that was kind of his way of
weeding out people who weren't serious, because there was no audition
for that class. If you wanted to take the class, and you were a student
there, you’d register and you’d just show up. But obviously, he was
really famous, so there was always a lot of people there. But I think that
was possibly his kind of nonjudgmental way of screening people, just
like, this is open to anyone who is willing to get out of bed at 8am on a
Monday morning, to be there. And it wasn't about how much you had
accomplished going into that, but what are you going to commit to do
today, this week, to show up and listen, and be respectful of other
people, and be open and listen to other people. Starts at 8am that's what
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you got to do if you want to show up, but once you show up, everyone
willing to do that is welcome. And you listen to what he's saying about
the intervals, and you try to do that, and do your best, and not everyone
is in the same place and that's fine. It was just really kind of accepting
but also, try to get better on your own, this is like an opportunity for you
to get better. It was one of those things that was sort of like, in a way
kind of terrifying being in class just because of how accomplished he
was. But also, his demeanor was so welcoming to everyone. You know,
it was just sort of like kind of your own preconceptions make it scary, if
that makes sense.

Interview with Paul Sherman

Interviewer

You’ve spent some time with Yusef Lateef while recording In the
Garden. Do you recall specific talks with him about the oboe? Did he
share his ideas about oboe playing?

Interviewee

The recording you are referring was one of three done with the “GO
Organic Orchestra”, led by Adam Rudolph. That was a long time ago so
I’m trying to remember details. My contact with him was mostly limited
to rehearsals and musical interactions though I did have a few
conversations about style, performance, and oboe. I made his reeds for the
last few years of his life. He wanted something light and balanced so he
could sound good without needing to play with much back pressure.
When I was working with him out here for the recording with the “GO
Organic Orchestra”, he actually never played oboe. He only played
saxophone for this. He was kind of shy about his oboe playing. He just
didn't feel like his chops were that good. He played oboe, but he kind of
thought of himself as a doubler, and he did all kinds of instruments along
with his composition. So, you know, in other situations, he would pick an
oboe and play. He did play a little bit, because he just wanted to try my
horn and try out some of my reeds, and things like that. But in that
performance, he was really kind of sticking to saxophone and flute. I think
he played flute on that show, too. So, as an oboe performer, I know his
oboe playing from his recordings more than I do in person, except the
little bit that we did during breaks and such when we were just kind of
hanging out.

Interviewer

Did he mentioned something about what he liked when it comes to oboe
sound?
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Interviewee

Well, I think that, like a lot of jazzers, and also, like Heinz Holliger; like
there’s that old saying that Americans have a sound fetish, and they need
to learn how to phrase and stop worrying about their sound so much, you
know. So, he's kind of the same way. He liked oboe sound, and he didn't
want to have a really, really bright sound. He didn't want to sound really,
really buzzy. And that's why he wanted me to make some reeds for him.
But he wasn't like people who are primarily in the orchestral world,
especially American oboists, who would be all about “oh, I just have to
have that good sounding sound like John Mack”. It wasn't really about
that; it was about the notes, and it's about the phrasing, it's about the
communication, and the autophysiopsychic music, that you you're
connecting your soul and your emotions to music. And to have a sound
that's palatable enough that it sounds like an oboe, that it sounds good; but
he's not going to spend months perfecting a reed, so we can have this
beautiful, dark sound. He couldn't care less about that. That's not
important.

Interviewer

And you mentioned the autophysiopsychic. How was it important, the
way you would phrase something, or how you would translate musical
ideas using the instrument?

Interviewee

Yeah, it's about your soul. It's about presenting music to people with your
full self. That was his idea: that you're presenting your music with your
heart and your soul, everything completely.

Interviewer

His approach to oboe playing it wouldn't be any different from his
approach to any other instrument, right?

Interviewee

Correct. Exactly. Or his composition for that fact. You know, it's just
another tonal quality it's another oral quality. I never asked him that
question, but I don't think he felt that oboe had something that these other
instruments didn't. I think he’d be more like: “okay, I want that sound
now, so I'm going to play the oboe”.

Interviewer

So, his choice would be more related to texture, to colors?

Interviewee

That would be my take. Yeah. I don’t want to speak for him too much in
that case, but that was my observation with him. And that he had a certain
shyness about playing those instruments in front of people that he felt
were real pros on those horns. So, when we did go organic orchestra, we
had a lot of really good players on specific horns. So, I think he felt that
sax was his best technical horn, and so that's why he did it back then, as
opposed to wanting to really switch it up and play lots of different
instruments.
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Interviewer

I see clarinet players and flute players being so comfortable with
improvising. And I've never learned how to do that. And when I tried to,
people would say like “you just pick a chord, just start playing”, and it felt
so random. And as a student I felt that, if I don't know everything about
all chords, then I'll never be able to do it. So, I was frustrated by the lack
of having a method or just a place to start. And it feels like his methods
can be that.

Interviewee

Yeah, I think so too. I think, because of what he does, he's getting away
from this problem we have as oboists of being a little uptight, right? That,
for some reason, our horn can't do that. I mean, why? It's no different than
any other instrument. So, there's no reason you can't do exactly what a
saxophone does. And the notes are the same, it's in C, all that even, so the
improvisation you don't even have to transpose. So, yeah, absolutely. And
that is, I mean, not to say in relation to brother Yusef, but it's a problem in
the oboe world that we're so inside the box constantly, because so much
of what we do is orchestral playing or Sonatas.

Interviewer

What do you find unique to Lateef’s style of making music, and how is
that still being developed and explored?

Interviewee

About that recording, he wrote some stuff just for that. But he's got kind
of two ways of coming at the music. There's the improvisational world
that is very, very free. So, it's really squarely in the free jazz world: we
were playing off of what other people were doing, we would have a
graphic, he'd use some graphic notation; every once in a while, a note or a
vamp to play off of. And then he was also big in scales. His book of scales
is a very useful book, by the way. So, some things of that nature we would
get from him. And they were composed in cells. Adam Rudolph was
conducting, and he would put different people in different cells, at
different times. There was freedom to play within those cells, to
improvise in this world. And then he would pair people up, like
sometimes we’d play with Yusef, but there were 25 people in that room
improvising, so it was a busy set. So, graphic notation, scales, vamps that
would get set; or maybe a slower kind of chord changes, where people
would be holding notes and another group begin playing another note. So,
you'd get this kind of very long, quite chordal kind of situation that we
played, and we might get a solo over the top of one of those chords, things
like that. And I think that he and Adam had kind of had worked ahead of
time to just set up these ideas.
Yusef was a pretty shy person. So, he would kind of join in, and he was
playing, and he would talk a little bit about what he wanted to hear. And
occasionally he’d say: “okay, let's try this mix of sounds”, or something
like that. But he didn't want to be up in front of the orchestra, directing,
like Adam was on that. So, we’d have graphic notation, and then he'd set
some time cells with actual notes. Sometimes you’d get a swirl, or an
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arrow pointing a direction or some sort of graphic that you would
interpret.
Now, when we do things like his woodwind quintet, that I've done several
times, there's no graphic notation in there. That's his classical world.
That's another side of Yusef.
Interviewer

In which ways do you think his improvisational style interacts with his
classical music compositions? Is it right to call it classical music?

Interviewee

He's kind of improvising through you. Does that make sense? He's writing
out his ideas. But I think we can connect that to somebody like Mozart or
Beethoven, right? They were primarily improvisers earlier in their career.
Beethoven was not famous as a composer yet; he was a piano improviser.
And Mozart, when he's writing stuff out, he's writing out pieces that he's
improvised, and now he has to write them out so somebody else can play
them. But he could improvise sonatas, piano sonatas, with no problem.
And about his cadenza, same thing, those are improvisations, obviously,
that he's writing out for other musicians to perform, like for a student say
“okay, this is how you would improvise it”. So, I think Yusef is doing that
also. He's saying, “I'm going to take my musical ideas and coalesce them
into this”. Stravinsky says that “composition is frozen improvisation”, and
I could easily say the same thing about Yusef. His compositions are just
his frozen improvisations.
We could get into that argument about what's the difference between a
composition and improvisation. Improvisation happens in the moment,
but it's still a composition, it just happens in your head a little sooner, a
little closer to the production of the music. A composition maybe it's
written a month ago or 300 years ago, but it's still an improvisation. It's
just frozen in time.

Interviewer

So, in that way, both his improvisational music and his classical music
would still share the same characteristics?

Interviewee

Absolutely. If we think of his classical pieces, those are lines that he
improvised and wrote it down. But they're absolutely his improvisations.
He's just improvising all parts.

Interviewer

What was the most valuable thing you’ve learned from the time you spent
with Lateef?

Interviewee

Just what a great musician he is, that he was. He's still alive out there. His
music is still out there. Yeah, what a great musician. Humble. Very
humble, great player, and a listener. Solid musician.
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Interview with Adam Rudolph

Interviewer

You mentioned that Lateef stopped playing the oboe for many years,
and that Ms. Batya Sobel helped him get back to it. Did he say
something specifically about the oboe that you can remember, like why
did he quit or why he wanted to play it again? Or if he missed playing
the oboe?

Interviewee

I started working with Yusef in 1988. And it was not long after he came
back from Nigeria. I don't know if he didn't have an oboe, he was
actually playing some soprano saxophone at that time, too. And he was
playing the shehnai. So, he would bring the shehnai sometimes with him
on tour. I'm not sure I ever asked him about the oboe, or if he just said
he didn't have one anymore, but I think maybe he didn't even have one,
and I'm not sure why. But then, all of a sudden, he had his oboe again,
you know? And he said too that Batya Sobel helped him find an oboe
again, whenever that was in the 90s or 2000s, maybe. So, I don't really
know why he stopped playing the oboe, but I don't think he had one for
a while. By the time he started bringing the oboe again, he and I were
mostly playing duet concerts. And, I don't know if he played it in other
contexts or not, but he started bringing it in. In fact, the last concert we
did together, and maybe the last concert he did, was the summer of
2013. We did a concert and he played some oboe in that concert. I think
that might have been the last concert that he was a leader. I know he
came and played some pieces with my “GO Organic Orchestra” after
that, but that was the last concert that was really his concert.

Interviewer

One question that I have is about the syncretic composition. You
mention in your article, “Adam Rudolph Remembers Yusef Lateef” for
the jazztimes.com 119, that The World at Peace was created using this
compositional method. My question, is the entire album composed
using syncretic composition? Is there a specific movement that you can
remember that it was composed using that technique?

Interviewee

I don't remember right now, but I think there's some pieces that we
wrote together with the syncretic method. And the same about the
record called Beyond the Sky. We use that method in that one too, where
we played alternating bars. I’m looking at my publishing information,
so, here it is, from The World at Peace: we wrote together
Ramifications, Africa 35, Like a Secret Argosy, A Feather in the Bright
Sky and Overlay. For the Beyond the Sky record, we didn't have each
one writing for half of the ensemble like we did for The World at Peace,
but Yusef’s idea was that he would write a certain number of bars and I
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would write a certain number of bars. So, we did that for some of the
pieces on that record also. We also collaborated on the record In the
Garden, and we used the graphic kind of notation. This is important,
because Western notation has a certain kind of implication about how
you think, and how you approach music.
Interviewer

Is there any other specific composition or method there that you and
Lateef used that I should know about?

Interviewee

One of the things that's interesting is, when you look at some of the
materials in the “Repository”, Lateef also shared a lot of that
information with me. For example, the symmetric hexatonic scale. This
is one of what Olivier Messiaen called “modes of limited transposition”.
So, this means where, if you transpose it a certain number of times, you
come back to the same scale. The most famous of those is what's called
the octatonic, or double diminished scale. So, if you start on C, it's the
same scale as if you start on Eb. So, you can only transpose it three
times. And the scale on Eb is the same because it's a half step and a
whole step alternating. This scale was used quite often with improvisers,
so Yusef showed me this symmetric hexatonic scale, which is a halfstep and a minor third alternating. So, you can only transpose it four
times. If you start on C, you have C, Db, E, F, G#, A, C, and if you
transpose it, the third transposition is going to start on E, so it's going to
be the same scale. A lot of these materials Yusef showed me, and then
he also taught me about the triple diminished scale concept, which he
learned, he said, from Don Byas. 120 So, what that means is when we
compose things together, we have a certain number, a body of shared
materials. We shared a certain understanding about the kind of materials
that we were using. So, there's some connection there, you know.

Interviewer

You mentioned in another interview last year, to the Angel City Jazz
TV 121, the Jazz, or improvised music, or African-American music as
being an oral tradition. I would like you to talk about Lateef’s role in
documenting this oral tradition and the pedagogical contribution that he
offers. What are your views into documenting something that comes
from an improvisatory nature?

Interviewee

It’s funny, you know, Yusef was the first to say this, and now I kind of
agree with him. He stopped using the word improvisation also. Because
improvisation, if you look in the dictionary means “to do something
without any previous preparation.” So, I prefer to use the word
“spontaneous composition”. And what that means is that you've
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prepared and you've worked with the materials that you've prepared, but
how the music is going to come into being is spontaneous to the
moment. What that means, is that you're relying not only on your
intellectual capacities and the knowledge that you have about music,
and your technique, but you're also depending upon intuition and
inspiration. So, the oral tradition, those are things that are the most
difficult to teach. I can write down the symmetric hexatonic scale and
explain it to you, and you can play it and learn it, or everything that's in
the repository. But it doesn't give you any insight into how to create into
the moment. It gives you the materials. But the part of what brings the
music forth in the moment it has to do with inspiration. And it has to do
also with cultural context. So, if somebody in Brazil picks up a guitar
and starts playing something, because of their environment, it might be
different than somebody from Georgia or Kentucky in the United States
picking up a guitar. So, it's also cultural environment.
The music, the so-called jazz tradition was primarily an oral tradition.
Now it's taught in schools, but it was never taught in schools before. My
generation is almost, in some ways, the last generation to really benefit
from this oral tradition. And when you’re in the oral tradition, it's not
about instrumental technique. It's about learning about creative attitude.
So, for example, take someone like Herbie Hancock. He was in Miles
Davis's group. And then Miles Davis was in Charlie Parker's group. And
Charlie Parker was in Jay McShann’s group. It's not that they play the
same instrument, but they're around the musicians, they learn a lot of
things that you can't even put into books. To put it another way, I say,
you go from the “what”, to the “how”, to the “why”. The “what” is the
music itself: you're attracted to a certain kind of music, somebody’s
music, you're attracted to Yusef Lateef’s music. The “how” is the
process that they use, and that can't be put into a book. The most
important things I've learned from Yusef Lateef are not about anything
that's in the “Repository” or anything written. But it's about how he did
it, how he proceeded, how he used those materials, what was his
creative process, how he opened his mind up to cultivate his intuition, to
cultivate his inspiration. He would say a lot of things to me, he said “I
would use these intellectual processes of, for example, a triple
diminished, but in the end, whatever I wrote, it had to serve the heart. It
had to serve the feeling I wanted to project”. That's intuition. That's not
something you can teach somebody. And then, I always say it goes from
the “what”, to the “how”, and the deeper part is the “why”. “Why” has
to do with your own journey as a human being and as an artist, your
own personal mysticism, your own evolution, what you're looking for,
what you want to express through the arts, how you want to connect
with human beings. So, this is something that you can try and describe
in words, but it's not really in words, you know. I mean, the feeling of
the sound that you get when you listen to Yusef Lateef, you can say
“okay, he's using this scale or this process”, but the feeling of the music
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is the mystery. That's what gets transmitted. I don't say it's taught.
There’s a difference between teaching and a transmission. The
transmission is a two-way thing. It's what the older musician is sharing
with you, but it's also your own capacity to receive it. What you're ready
to hear and understand, and that's your own personal mysticism, that's
your ability to open your mind and be creative. Yusef was a very
humble person, and he was very open. He always treated me and talked
to me like I was his peer. But of course, I was more than 30 years
younger than him and he was already a great developed musician. I was
much younger. But he never treated me, like, looking down to me. He
was always very interested in my own ideas. So, that humility, that
willingness to learn from everybody and everything, and to be open to
it, these are important qualities that are the most important part. For me,
what I learned, things that he shared with me that I tried to cultivate for
myself, I call it creative attitude.
Interviewer

Thank you. Your response gives meaning to music making. With
everything that's happening, like the pandemic and wars, sometimes I
ask myself: “Is what I’m doing with music actually serving anyone?”
And what you said so beautifully really gives meaning to what we do as
musicians.

Interviewee

I understand what you mean, and we all think about that. But actually,
music is very important. And even now in the world, we can see how
people behave in a very unkind way. Yusef was very kind, and I think
that, if nothing else, music shows that human beings are capable of
more things than that, and to bring beauty into the world. Yusef used to
say “I want to make a contribution to culture”. His ability to share like
that, and his desire to bring beauty into the world is something that's,
that is crucial. I'm doing a lot of this in my own research.
It's been very interesting to me looking into how music, and human
beings making music, is older than history. Maybe it’s even older than
language, or maybe it was the beginning of language. These are things
we don't know. I wrote a short story not long ago, that was about my
idea of how music might have started. And I won't tell you though, the
whole story, but I was imagining if some human being maybe a million
years ago, or half million years ago, had some kind of experience, let's
say a feeling of aesthetically experiencing beauty. I mean, we don't
know how animals experience beautiful, but let's say a sunset be a
mystical experience. This is before religion, right? Some feeling of
transcendence, which also has to do with feeling the separation from
nature, a feeling of self-consciousness, human consciousness. So, they
have this feeling that comes to them of a “transcendent moment”,
maybe for the first time ever. So, they go back to everybody else in the
cave, or wherever they're living, and how do they explain the feeling to
somebody, that they've had that feeling? You can't explain it in words,
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even now, with sophisticated words we have. But if you sing it, and the
people can receive the sense of the feeling of that experience, maybe
that opens up to them. Maybe for them, the first time hearing this kind
of singing, or whatever, gives them some transcendent feeling also, of
mysticism. So, nobody knows the origin of it (music), but I think it had
to do with communicating something about human consciousness,
which is a unique kind of consciousness. We don't know the
consciousness of other animals, but we have a sort of self-awareness of
where do we come from, and where do we go when the body ceases. So,
this consciousness knowing music is a way of consciousness knowing
itself, because it is the consciousness expressing itself through sound,
which is the most amazing mystery actually, when you think about it.
To put it in another way, you cannot touch music but music touches
you. This is an incredible mystery, and actually a miracle, and maybe
very close to the essence of what a human being is.

Interview with Ralph M. Jones

Interviewer

From the perspective of a double reed player, what do you consider to
be Lateef’s contribution to the expansion of the repertoire for double
reed instruments? You mentioned that you wish that more oboe players
and bassoon players were playing his music.

Interviewee

Yusef has inspired more people to play the oboe and the bassoon. Yusef
studied the oboe, I believe with Ronald Odmark, who was the oboe
player with the Detroit Symphony at the time. And, it's really
something, that Lateef played the blues on the oboe. That's a very
important distinction, because I've never heard anybody since play the
oboe in that genre, the way that he did it. It was very, very personal. The
challenges of the oboe and bassoon are enormous, but I've encouraged
students, throughout my many years of teaching and performing, that
they need to, especially the double players, they should listen to Yusef
Lateef playing the oboe. Nobody plays the blues like Yusef Lateef on
the oboe. I want to say that.

Interviewer

Adam Rudolph mentioned that Lateef stopped playing the oboe for a
while, and that when he met Yusef Lateef, in 88, he didn’t have an oboe.
I don’t know if he stopped playing the oboe when he moved to Nigeria.
I know that he started playing the oboe again in the 90s after he met
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oboist Batya Sobel. Do you have any information about why he stopped
playing? Did he mention something to you?
Interviewee
The physicality of playing the oboe, I believe, may have contributed to
that. But also, Yusef was the type of people with a searching mind and
he never wanted to get stuck with one voice. When we started touring
together, and doing concerts together, and recordings together, for
example, the African American Epic Suite: that was with the orchestra,
so he did not have to play oboe, and I didn't have to play the bassoon.
But he gave us other instruments. I remember when he started playing
on very special occasions, he would pull out his oboe, but it was taxing
on him, I believe. After a certain point, and you know, I'm not at that
point yet, but soon, you don't try and do everything with all your
instruments. In fact, the last bassoon reed that I got was from Yusef. He
said:” here, we are doing a recording”. And he gave me this reed. I
never saw Lateef playing the bassoon. About the oboe, I'm sure it was
the physicality of the instrument. You find out, the longer you play it,
how taxing that is.
Interviewer
Initially you showed me that awesome picture that Lateef gave it to you.
You said that he gave it to you when you were 13? Have you known
him for a very long time?
Interviewee
He gave this picture to me, signed, when I was 13 years old. My father
had his recording, “Jazz for the Thinker” that he did the album cover in
front of the Detroit Museum of Art, and these musicians had on trench
coats, and they were standing out, and they were looking at some music.
You know, “Jazz for the Thinker” is one of the few times that he did not
dismiss the word Jazz at that time. But after afterwards, he did not
accept that word for himself, that's very important. My dad and my aunt
took me to see Yusef at a club, because they used to have matinees at
clubs from four o'clock until seven. So, whoever was the headline, they
would give a matinee where kids could come, and they could hear music
and they could hear the musicians. And people that didn't want to come
at night could come early, so they would have these matinees from four
o'clock until seven. So, they took me to see Yusef. And I can remember,
even though I was not focused on the songs, that there was something
about the music that he did at that time that stayed with me. I can
remember what he played on tenor. I can remember him playing “Angel
Eyes” on flute. I remember him playing “Sister Mamie” on the oboe. I
can remember these things, even though I didn't know this music. But it
stayed with me as I got older and got more serious about doing music. I
began to pull these songs out. I showed Yusef this picture that he gave
me years later, when we were rehearsing for a concert, and it brought
tears to his eyes. You know, he's Detroit, and he knew I was from
Detroit, and that I had listened to him. And I reminded him of that time.
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But that's the type of person he is, you know? Yes, he is. Because he
still is.
Interviewer
Thank you, that's beautiful. I went to his concert in São Paulo in 2011.
At the time I was much younger, and didn’t know much about him, but I
never forgot that performance. In some ways I believe that my research
about him started at that time, like, the seed was planted way back then.
Interviewee
We never know what's placed on us at young ages, and what we'll do
with it later, or how it'll affect us later in life, you know. Have you ever
read "The Mysticism of Sound 122”? He talks about the spirit of music,
and how at a young age you never know what it is that, or how it's going
to affect you as you get older, especially if you continue with music. A
lot of people fall to the wayside, and that's not their fault. That's just
their choice. The wife of one of my teachers who also studied with us,
and he was one of my first teachers in Detroit, I'm talking about my
friend Sam Sanders, his wife sent me something after he had passed.
She sent me something and it was an excerpt from a Sufi mystic, and
what she basically said, or translated for me, is that we make decisions
to go into the music before we even come into the world 123. While we're
in gestational period, this is when you make a choice to do music. This
is pretty deep. When you make a choice, there are responsibilities that
you have in order to be a musician, and then when you're coming into
the world, there's the struggle or the challenge to stay on that path.
Because there're things that will always be there to distract you and keep
you from that. Yusef embodied spirituality, and to me, he was a spiritual
father and brother in a lot of ways.
Interviewer
Me and Adam were talking about Lateef’s dislike to the term
“improvisation” as well. How important it was to Lateef the definition
and the meaning of the words?
Interviewee

Being around Yusef, you know, we looked at terminology of things as
being very important. When Yusef said “autophysiopsychic”, I
understood what he meant by that. And he said: ‘This is what I choose
to call my music’. And that was the one of the most powerful statements
that he could even say. There is this training that you don't get in
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matter what and pledges to “lift the world “with its art form and alleviate some of the negativism and will praise
only to God. Now, this artist spirit enters the fetus and eventually gets born. A child knows if he or she is an artist.
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western music, we often accept things without asking why or what does
it mean, you know? One of the beautiful things about being around
Yusef is that we could ask him things, and he would talk about it or we
would discuss certain things together. And “improvisation” came up in
some discussions. The term “play” music too. People play cards, people
play sports, people play checkers and chess, they play. I think what we
do is deeper than that. Lateef said the drummer Roy Brooks, who is also
from Detroit, very important person, right? Lateef said “Roy Brooks
told me when he was in my band, I don't play music. I ‘pray’ music.”
I'm enjoying this talk, because it's giving me a chance to recall some
stuff, some of our stories. Which to me, that’s the essence of having that
person, that you can tell the stories about them, beautiful stories I should
say. We were in Istanbul, and I learned patience from Yusef. We were
in Istanbul, and he was with his wife Tahira at the time, and she wanted
to buy some rugs. So, we went to a place where they have rugs, and
Yusef sat there very patiently after she went through 1000 rugs trying to
find one she liked. And, Yusef was very, very patient. He never wanted
her to hurry up, so we could go somewhere else, it was nothing like that.
And I'm observing this, because I know, in my young self, I'd have
wanted to hurry up. He was so patient, and I noticed that. So, when we
got back to the hotel where we were staying, they had a buffet with all
kinds of food there. And, Tahira was saying ‘you need to try this, you
need to have some of that.’ And Yusef replied: ‘I'm satisfied’. She never
said another word. What an incredible statement. When you tell a
person ‘I'm satisfied’, that means there's no more issue.
Interviewer

Yeah, we live in a culture that we are wired to never be satisfied, right?

Interviewee

Absolutely. There’s that level of spiritual realism that most people never
get to. But it's a lesson. Yusef always took us to the door of discovery,
and opened the door. And, you go in at your own peril, as you choose. I
told him I had a dream once, and I said, “you were on a path, and you
were holding the light’. And Yusef said ‘I was holding the light so you
wouldn't stumble in the dark’. Yusef was so far ahead, in thinking and
removing barriers. And also, broader than a specific style because even
if you don't object to the term jazz, he did a lot of stuff that you just
wouldn't apply that label to because it isn't of that style. I think that was
his sort of, to a large extent, claiming a word when he didn't like the
other words that were being used to refer to the practice of music. That’s
what the “autophysiopsychic” was. It was something that's spontaneous,
something that just spontaneously happens, from your body, when
you're in a place, listening to other people. And there's a spontaneous
aspect to it, but it's also something that you have psychically prepared
for, by practicing your instrument, studying different intervals and
different scales, listening, and paying attention to what other people are
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doing. So, it's this sort of culmination of a lot of different aspects,
including a lot of preparation, in addition to spontaneous elements.
We did a tribute to Yusef in 2012. He had just married Ayesha, and it
was in a church in Detroit. I was the musical director, and it was just
beautiful. We did Yusef’s pieces, chronologically, and we did some of
the things out of that book of compositions that he has. So, I had people
doing presentations, and Yusef said it was like watching an opera. I was
so honored. First of all, I was surprised that he would even come in a
church like that, but that did not keep him from doing things, you see?
Because he understood what all that meant. I think I learned from him
more things about living, about how you're supposed to live, and how
you're supposed to be compassionate. One time I went to Yusef, and I
said: “you know, Yusef, this music that we're doing is mature music.
You have to be mature. In other words, you have to be evolved to really
understand what this is, because it's not about a bunch of notes. It's
about expression, it's about feelings, it's about the connection with the
Creator. You know, it's about all of those things, and more”. So, these
are the things I learned more from Yusef. He left the door open for us to
express ourselves, however we wanted.
Ellen, I have this in my bookcase 124, this is some music, that was not
even music, that Yusef gave us. And, this is a concert. He called it “An
Iconography and Aboriginal Point of View.” And there’s really no
music, but he's telling us to think of ideas. He called one movement
“The Dream Mode.” He said: “ideas which reflect many important
events in your life”, think about that when you’re playing. Your duty is
to express the dream. This is his words. You see, I've kept this all this
time because, you know, people think you have to have music written.
But I think we have evolved to a point, or we have matured to a point,
where he didn't have to just give us a bunch of notes to play. Yusef had
evolved past that.
Did you ever go back and listen to the things he did in Detroit in the
1950s? Well, he did some things with Donald Byrd in the 50s. And they
had an organization where the musicians would put money in, like $10 a
month, and they would promote their own concerts. Donald Byrd had
six degrees. You see, there was a thing about study in Detroit, that
you're constantly studying things. The Contemporary Jazz Quintet 125,
out of Detroit, they were always looking at other music theories. What
I'm saying is you can't limit yourself to just one thing. Yusef influenced
me to continue and get my masters in African American Studies from
UCLA, and before he passed, he said “well, brother, I can see you're
going to Harvard.” When I graduated I called Harvard, because I wanted
to find out about going into a doctoral program. And they told me: “I've
124

He shows me a typed text.
"The Contemporary Jazz Quintet”, or CJQ, was led by Kenny Cox and featured saxophonist Leon Henderson
(brother of saxophone legend Joe Henderson), Charles Moore, bassist Ron Brooks, and drummer Danny Spencer.
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never heard of anybody 60 years old coming to Harvard to get a
doctorate” This is how encouraging they were. And that woman who
told me that is still at Harvard. You see what I'm saying? Yeah, it
bothered me. But see, that's part of the discrimination that you face, and
I know Yusef faced the same kind of thing. That's ageism, that's
discrimination, because of age, and also color. These are things that are
going on in our society all the time. You see, all the time. I'm going to
recommend a book called “Jazz and Justice 126”. It's an unreal book, one
of the most profound books I've ever read, and is written by Gerald
Horne, who is a history professor at University of Houston. Now, that
book, it will explain a lot to you about what musicians had to go
through, who was owning everything, the booking agents, who were the
club owners back in those days in New York. The discrimination and
thuggery that they had to face being a musician. In this book, they talk
about the musicians that signed with Blue Note and Prestige, Savoy, and
some of those labels, those early labels that were owned by gangsters.
I'm just saying that they would get some of these musicians, they would
get them addicted to drugs, so they could take their publishing, so they
could take their compositions. Same thing with Chess Records in
Chicago, it was the same kind of thing. They took advantage of the
artist. Now, the reason why I'm bringing that up, is that Yusef never
spoke to us about that. The elder musicians never spoke to us about any
of that. And when I read this book, it made me say: “Wow, what did
they have to go through in order to be, in order to bring beauty, which is
the music, to the people.” They had to fight through all these challenges.
I strongly urge you to get that book because it changed that way that I
was thinking about it, because I didn't know about all of that. Yusef
understood that, and he went on and got his doctorate, because this is
something he said: “I’ve got that, so you can't say: ‘well, you know, you
are unqualified”. Because this is what they wanted, to disqualify a lot of
people. So, there's still a lot of things to unpack. Do you remember in
Yusef’s autobiography he talked about when he was going into the club
Klein show bar, which is maybe about six blocks away from our house,
and the police stopped him and beat his hands? Remember he talked
about that 127? This is how they would do, you know, to musicians. We
can't, you know, dismiss these things any longer, and I'm at a point of
my life, that I'm not going to hold my tongue.
Interviewer

I’m grateful we’re having this talk, thank you for sharing your
knowledge with me.
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Jazz and Justice: Racism and the Political Economy of the Music, by Gerald Horne.
Lateef and Boyd, 77-78. Lateef performed six nights a week at Klein’s. Singer Blondie used to attend the
performances, and Lateef noticed a white policeman observing her and apparently resenting her appreciation of their
music. One night, the same detective stopped and pushed Lateef to the ground, telling him that he fit the description
of a drug dealer. Even after finding that Lateef had no drugs with him, the policeman asked Lateef to place his hands
on his knees, and proceeded to beat Lateef’s hands with blackjacks all the way to the police station.
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Interviewee

What you're doing is so wonderful, sister. Yusef needs to be
acknowledged. And he told me once, he said everybody wants to be
appreciated. He told me that. He said everybody wants appreciation.
And I understood what he said by that. You know, somebody
somewhere should be doing his music.
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